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PREFACE 


I had an interest since my childhood to read storybooks based on mythological 
events. Among these, the Ramayana story had a very special appeal to me. As I started 
my master degree classes of Sanskrit, I got a chance to read many books and legends of 
my interest. ‘Kavya’ was my special subject in my M.A. course (in Sanskrit) during my 
University days. During the period of my study, there developed a keen interest in me 
for studying the drama based on the Ramayana seriously. So with consultation with my 
Supervisor, I decided to take up “A Critical Study of the Hanuman-nàátaka" of Sri 
Damodara Misra, for my Ph.D. dissertation. 

In Sanskrit version of Valmiki's Ramayana, I tried to unearth my long cherished 
curiosity of Rama's story. The Ramdyana, in present form consists of seven Kandas, 
hundreds of chapters or cantos and thousands of verses (sloka). It is basically the story 
of Rama and his opponent Кауапа and their terrible fight leading to disastrous 
consequences of the latter. The main story is enriched by hundreds of side episodes and 
references. It is on the study of human nature and behaviour, where the character like 
Rama is depicted with all its perfection and maturity and Ravana’s character is 
portrayed as arrival of Rama for the love of Sita. It is one of the greatest epics that have 
ever been written in the soil of India and is often referred to as “Ла аууа” (first ornate 
poem). 

Sri Damodara Misra’s Hanuman-nátaka is a Mahünátaka (a fourteen act 
drama), dealing with the story of Rama. Here is found the description of the events 
starting from Rama’s birth up to the death of Ravana, Rama's coronation and Sita's 
exile. But some variations from the Ramayana have been made in the construction of 
the plot of the drama. In this drama Ravana has been depicted as the contesting 
bridegroom, in the svayamvara (marriage ceremony) of Sita, the daughter of king 
Janaka. Love and longing for Sita are there as the basic theme of the drama. 

Sri Damodara Misra, the dramatist of the Hanumanndtaka, is one of the 
celebrated personalities in Sanskrit literature. His only drama Hanumannataka made 


him a renowned writer in Sanskrit dramatic literature. It seems proper that the work of a 


writer of the stature of Sri Dàmodara Misra, deserves an appreciative as well as critical 
examination. So at the instances and inspirations of my Supervisor, it was proposed to 
prepare a dissertation entitled “A CRITICAL STUDY OF THE HANUMANNATAKA” 
which is divided into seven chapters. 

While preparing the dissertation, I have depended primarily on the edition of the 
Hanumannátaka of Sri Dàmodara Mira edited by Pt.Jagadisha Mishra which was 
published by Chowkhamba Surabharati Prakashan, Varanasi. 

I, with all my humble submission, place this dissertation to the scholarly world 
for assessment. I am fully aware of the inadvertent shortcomings. I shall be highly 


rewarded, if the learned one finds something valuable in it and assesses its worth. 


Date (Nurima Yeasmin) 
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SCHEME OF TRANSLITERATION 


Vowels 


al 


au 


Consonants 


ch 
jh 


e 


=! 


kh 


Anusvara if in the middle ofa sentence (.) = m; if at the end of a sentence (a )= т 
Visarga (:) = h 


Avagraha: Which is indicated by an apostrophe mark at the right top of the immediately 
preceding vowel. 
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AB = Abhinavabharati 

AGI = Ancient Geography of India 
AK = Amarakosa 
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BP = Bhagavatpurana 

BR = Ва!ататауапа 

CB = Campübharata 

CL = Chandraloka 

CM = Chandomanjari 

DKS = Dasakumaracarita 

DL = Dhvanyàloka 

DR = Dasarüpaka 

GG = Gitagovinda 

HCSL = History of Classical Sanskrit Literature 
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Ka.L = Kavyalamkara of Rudrata 
KD = Kavyadarsa 

KL = Kavyalamkara of Вһатаһа 
KM = Kavyamimamsa 

KM = Kundamala 

KP = Kavya Prakasa 

KS = Kumarasambhava 

KSS = Kavyalamkarasarasamgrah of Udbhata 
KSV = КаууййатКатазйїтаугїїт 
КОР = Kurmapurana 

MB = Mahabharata 

MC - Mahaviracarita 


MD = Meghadita 


Vil 


Mahanataka 
Matsyapurana 
Manusmrti 
Mundakopanisad 
Natyadarpana 
Nitisataka of Bhartrhart 
Natyapradipa 

Nirukta 

Natysastra 
Naisadhacarit 
Raghuvamsa 
Ramayana of Valmiki 
Rasárnavasudhákarah of Srisingabhüpála 
Rgveda 

Sahityadarpana 
Siddhàntakaumudi 
Sahityadarsana 
Sarasvatikanthabharanam 
Sabdakalpadruma 
Srimadbhagavadgita 
Зіуариғапа 
Suvrttatilaka 
Suklayajurveda 
Taittirtya Samhita 
Uttararamacarita 
Vikaramankadevacarita 
Visnupurana 


Vikramorvasiya 
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ABSTRACT 


ON 
A CRITICAL STUDY OF THE HANUMANNA ТАКА 


Sanskrit Kavya is divided into various classes from different points of view. 
According to Vi$vanatha Kaviraja, there are two groups of Kavya. These are Dr$yakavya 
and Sravyakavya. Drsyakavyas are those known as dramas. The Drsyakavya includes both 
Rüpakas and Uparüpakas. Rüpakas are ten in number while Uparüpakas have eighteen 
varieties. The first variety of rūpaka is Nataka. Various theories on the origin of drama, its 
development, forms and features and many other aspects related to it are found elaborated by 
the theorists, right from Bharata to Vi$vanatha Kaviraja. The imitation of the activities viz., 
physical and mental condition of the gods, sages, kings and other personages, by the actors 
and actresses, is called a drama, according to almost all the rhetoricians. A Mahanataka is 
also like a Nataka but it is different from Nataka only in its volume or size. The drama 
wherein there exist all the four patakasthana and there are Acts more than ten, 15 called a 
Mahànataka. Vi$vanatha Kaviraja has given the definition viz. “etadeva yada sarvaih 
patakathanakairyutam ankaischa dasabhirdhira mahanatakamüchire" of Mahanataka in 
the 6^ chapter of his Sahityadarpana. 

Hanumanna taka of Sri Damodara Misra 

As is the case with most of the Sanskrit writers, there is very little information 
regarding the life of the author of the Hanumanndtaka. The complete biographical or 
autobiographical note of Sri Dàmodara Misra is not available. However, some writers like 
Dr. Wilson have considered him as mentioned in the Bhojadevasamgraha, that he is same 


with Маа Damodara, the author of Vanibhüsana. Laksminatha, the great composer of 


the commentary of Prakrta Pingala has also treated him as belonging to the 16^ century Dr. 
Wilson acknowledged Sri Dàmodara Misra as a contemporary of Bhoja or of the 11^ 
century. This opinion is supported by the Bhojaprabandha and Hanumannataka 
commentator Mohanadasa also. 

Sàradatanaya who wrote the Bhdvaprakasa in 12-13" century A.D. instances 
Mahaànataka as a drama of Samgraha type. Therefore it can be said that the composition of 
the play got completed during the reign of Bhoja i.e.1 1" century. 

Having seen the writing skill and style of this HN, Dr. Susil Kumar De and Dr. 
Keith held that the main composition of this HN is prior to the 9" century, but its present 


edition came into surface about the 11" 


century and there were made some changes till the 
14th century. 

The Hanumannàtaka otherwise known as the Mahanataka, occupies a unique 
position in Sanskrit dramatic literature. The Mahanataka has come down to us in different 
recensions. The West Indian recension adopted by $тт Damodara Misra has 548 verses in 14 
Acts and is styled the Hanumannataka, while the East Indian or rather the Bengal recension 
arranged by Madhusudana Misra has 720 verses in 9 Acts and is named the Mahanataka. 
Both the recensions agree in taking the mythical Hanumat as the original author. In a sense, 
however, the work may be taken to be anonymous, for both are clearly descriptive. 
Hanumat, as the ally and servant of Rama, is a legendary figure to whom it was probably 
found convenient to ascribe a traditional work of unknown or forgotten authorship; while the 
title Mahanataka is apparently not a designation but a description, it being the later 


dramaturgic technical term which, like that term  prakarana, indicates а type of play 


containing all the episodes and possessing a large number of acts. 


Methodology 

Descriptive as well as Analytical Methodologies have been followed in preparing 
the dissertation. 
Chapter Division 

In the present dissertation the topic are discussed in seven chapters. The 1“ 
chapter deals with a discussion on Sanskrit Kavya, Dr$yakàvya, Sravyakavya, varieties of 
Dr$yakavya, specialities of Ndtaka and there is a brief discussion of sixteen prominent 
Пгӛуакаууав based on the Ramayana. The 274 chapter deals with Sti Damodara Misra the 
author and there is mentioned about another work of the author, i.e. Vanibhiisana. The 3" 
chapter deals with the title of the Mahantaka, the summary of the content of the 
Hanumannáàtaka, the source of the Nataka, deviations and innovations etc. In the d chapter, 
a literary assessment of the HN is placed. The topics discussed are: Riti, Guna, Figures of 
speech, various Rasas delineated, principal sentiment, metres employed, Kavisamayas, 
Padalalitya, characterization, supernatural elements, use of Prakrt, examination of various 
elements of dramaturgy in the HN, discussion on the prose portion etc. The 5s chapter deals 
with the philosophical elements, religious elements in the play, habit and custom, social 
order depicted information of various flora and fauna, geographical information etc. In the 
6® chapter, there we discussed the influence of Sri Damodara Miára on other poets, influence 
of other poets upon Sri Damodara Misra, examination of the language from literary 
perspectives. The gn chapter is the concluding chapter with recapitulations of the previous 
chapters which are discussed thoroughly. 

It is found that the Hanumannataka (HN) is occupying a significant position 
among the Ramayana-based plays in Sanskrit. The dramatist possesses genuine literary skill 


and the play becomes an interesting one with the admixture of poetic talent and scholarship. 


The present dissertation has attempted to deal with some of the important aspects of this 
drama. It is hoped that this dissertation will be of some use for some more research works on 


the HN and its brilliant author. 


Signature of the Guide Signature of the Candidate 


(Professor Dipak Kumar Sharma) (Nurima Yeasmin) 


CHAPTER- 1 


1.1 SANSKRIT KAVYA - DRSYAKAVYA AND SRAVYAKAVYA 

A Kavya is a product of the creativity of a poet, which bears the 
reflections of various aspects of the human race. It is a very important social document 
and much may be known from it about the time it represents. In Kavya, there is always a 
hidden purpose of imparting some lessons, moral, ethical or otherwise. It is observed 
that the theme of a Kavya is, in most cases, lofty and sublime and its diction is equally 
elevated and grand. Grandeur both in theme and treatment characterizes a Каууа. A 
Каууа has some special characteristics which are wanting in other general books. A 
Kavya bears the traits of various levels of understanding. They remain afresh always 
with the spirit of man encouraging, inspiring and developing the all-round progress of 
humanity. Hence, the Kavyas have great importance in human development and 
civilization. The thoughts and feeling of the mighty minds are there in the Kavyas. 
Mysteries of human life and problems are discussed thoroughly and proper solutions are 
also arrived at. The word Kavya denotes a work or a creation of a kavi! who is said to be 
the creator himself.” Unlike the general people a kavi or poet possesses such a power of 
expression by virtue of which he may be able the enthrall the mind of the people of all 
ages. Otherwise, it would be, ridiculous for him to become a poet if he is lacking in this 
art of expression. According to the Dhvanyáloka* (DL) and Chandraloka? (CL) this 


bright conception or vivid imagination or faculty (Pratibha) of а kavi is the cause of a 


Kavya. 
1. kaveridam karma kavyam. Sahityadarsana., p.8 
2. (i) apare kavyasamsare kavireva prajapatih DL., 3* Uddyota. p. 530 
(1) kavirmanist paribhuh svayambhuh SY., ХІ.8 
3. $aktih kavitvabijarüpah samskaravisesah yam vina 
kavyam na prasaret prasrtamva upahasaniyam syat KP., Vrtti on 1.2 
4. anenanantyamayati kavinam pratibhagunah DL.,IV.1 


5. pratibheva$rutabhyasasahitakavitarn prati/ 


heturmrdambusambhüdha bijamalalatariva// CL., 1.6 


Sanskrit Каууа is divided into various classes from different points of view. 
According to Visvanatha Kaviraja, there аге two groups of Kavya. These are drsyakavya 
and Sravyakavya.° 
1.2 VARIETIES OF DRSYAKAVYA 

The works, which can be represented dramatically are known as drsyakavya 
which include both rüpakas and uparüpakas.' On the other hand, Sravyakavya® contains 
the other literary compositions. Rüpakas are ten in number while Uparüpakas have 
eighteen varieties. According to the Sahityadarpana (SD) the ten varieties of Rüpakas 
аге: Nataka, Prakarana, Вһапа, Vyayoga, Samavakara, Dima, Ihamrga, Anka, Vithi and 
Ргаһаѕапат? The Natyasdstra (NS) also holds the same opinion. Dhanafijaya in his 
Dasariipaka'' (DR) also speaks of these ten varieties of rüpakas. Uparüpakas are of 
eighteen types, namely Natika, Trotakam, Gosthi, Sattaka, Natyarasaka, Prasthana, 
Ullapya, Kavya, Prenkhanam, Rasakam, Samlapakam, Srigaditam, Silpakam, Vilasika, 


Durmallika, Prakarani, Hallisa and Bhanika.'” 


6.  dr$ya$ravyatvabhedena punah kavyarh dvidha matam/ SD, VI.1 
7. | dr$yam tatrabhineyam ibid., V1.1 
8. Sravyam Srotavyamatram. ibid., VI. 313 
9.  natakamatha prakaranam bhanavyayogasamavakaradimah iha- 


mrganakabithyah prahasanamiti rüpakani da$a / ibid., VI 
10. natakam saprakaramanko vyayoga eba ca bhanah 

samavakarah bithi prahasanam dimah 

ihamrgahca vijfiyeyo da$amo natyalaksane NS. XVII. 2.3 
11. natakam saprakaranam bhanah prahasanam dimah vyayoga 

samavakarau bithyankihamrga iti DR. I.8 
12. пайка trotakam gosthi sattakam natyarasakam/ 

prasthanullapyakavyani prenkhanam rasakam tatha/ 

samlapakam $rigaditam silpakam ca vilasika// 

durmallika prakarant halli$o bhaniketi ca / 


astada$a prahrüpakani manisinah SD. VI, 4,5,6 


It may be noted in this respect that the term ‘drama’ which is generic in 
nature, should not be treated as an equivalent to the Sanskrit term *Nafaka'. The 
‘Ndtaka’ therefore, is taken to mean a special type of composition in Sanskrit dramatic 
literary form. 

1.3 SPECIALITIES OF NATAKA AND MAHANA TAKA 

Indeed the beginning of epic ornate poetry can be traced back to the 
Ramayana called the ‘Adikdvya’ or the first ornate poem and Valmiki is called the 
“Аа ау? or the first ornate poet. The specialities of such Kavya are that greater stress 
on form than on matter and content of the poetry and Alamkaras i.e. ornaments, such as 
poetic figure, simile etc. are used abundantly. Descriptions, particularly the description 
of nature are plenty with metaphor and epithets. 

The Ndataka is considered to be the best of all the forms of dramatic 
poetry. "^ According to the SD, the Nataka should be based upon a well-known story. It 
should have five critical junctures of plot (Sandhi), namely mukha (opening or protasis), 
pratimukha (progressior or epitasis), garbha (development or catastasis), vimarsa 
(panse or pripeteia) and nirvahana (conclusion or catastrophe). The Nafaka bears 
description leading to the qualities like vivacity, prosperity etc. and also various 
properties of the hero, abounding with the sentiments of pleasure and pain and also with 
a variety of flavours. It should consist of at least five Acts not exceeding ten Acts. Its 
hero should be of the sort characterized by high spirit but temperate and firm, powerful 
and virtuous, being a royal sage of renowned race. The predominant sentiment of 
Naàtaka should be either Srhgdra or Vira. Remaining rasas have secondary importance. 
In Nàtaka there must be four or five important personages engaged in the business of 


the hero and the structure of a Nataka resembles the shape of a cow's tail." There are 


13. cf. kavyesu natakam ramyam 

14. natakam khyatavrttam syat paficasandhisamanvitam 
vilasaddharyadigunavaduktam nànavibhütibhih 
sukhaduhkhasamudbhüti nanarasanirantaram 
paficadika dasaparastatrankah parikirtitah 
prakhyatavamso rajarsidhirodattah pratapavan 


divyotha divyadivyo va gunavannayako matah SD,VI, 7-11 


found similar characteristics of Nataka as mentioned іп the DR. A Mahdndtaka is also 
like a Nataka but it is different from Nataka only in its volume or size. The drama 
wherein there exist all the four patakasthana and there are Acts more than ten, is called 
a Mahdandtaka. Vi$vanàtha Kaviraja has given the definition of Mahaünátaka'? in his 
Sahityadarpana. Further the Balaramayana of Raja$ekhara has been cited as an 
example of a Mahanataka. 
1.4 SOME IMPORTANT PLAYS BASED ON THE RAMAYA NA 

It is worth mentioning that the Ramayana ,the Mahabharata and the 
Puranas are the store house of myths and legends ,from which the writers of different 
ages take the theme of their writings . The Ramayana (RM) has influenced the greatest 
number of people over thousands of years on the life and culture of Indian society. It 
has also crossed the barrier of India and has reached the other countries of the world, 
particularly the South Asian countries. Further, it has enriched the art and literature to a 
great extent. Centuries after it was written in Sanskrit, the Ramayana is still the most 
popular epic including its various versions in all the modern Indian languages. Lots of 
Каууав and dramas were and also are written on the basis of the story of the Ramayana 
either in Sanskrit or in modern Indian languages, either in interpolating or modified 
form, or with slight deviation from the original one. In certain writings particularly in 
dramas, the authors have taken their independent views in plot construction due to the 
purpose of drama and depending on the necessity of local colour, popular traditional 
legends prevalent in the respective society, and influence of other Ramayanas (other 
than that of Valmiki's). Brief notes on some prominent plays based on the Ramayana 


are placed in the succeeding lines: 


15; prakhayatovamso rajarsidivyo va yatra nayakah 
tatprakhyatam vidhatavyam vrttam atradhikarikam 
yatatranuritam kimcinnayakasya rasasya và 
virudham tatparityajyamanyatha va prakalpyet 


adyantamebam nih citya pacadhatadvibhajya ca 


khand$ah sandisamjyah ca vibhaganapi khandyet DR 
16. — etadeva yada sarvaih patakasthanakairyutam 
ankaischa dasabhirdhira mahanatakamichire SD. VI, 223 


(1) Рғайтапа ка 

The Pratimandtaka is a Sanskrit drama of seven Acts, written by Bhasa. 
Antiquity of Bhasa goes to an age so remote that he has been called a Muni. Тһе 
Pratimanaátaka begins with the banishment of Ката to the woods and the miserable 
condition of DaSaratha ending in his death. Bharata infers the death of his father from 
the statue of his father erected in the statue house (Pratimagzrha) of the family and from 
this the play takes its name. Bharata then meets Rama in the forest and returns to the 
capital with his wooden sandles to be crowned in his stead. Then follows the story of 
the abduction of Sita by Ravana and the war with Ravana ending in his destruction and 
Rama’s return with Sita to his hermitage, where Bharata and the queens go to receive 
him and Ràma is crowned on the spot. In this play the author has often imitated 
expressions from the Ramayana. Moreover, some new situation has also been created. 
For example, the Valkala incident in the 1“ Act and the statue gallery in the second 
Act. 

Date of Bhasa is difficult to be ascertained. Different scholars place him in 
different time from the fifth century B.C. to the eleventh century A.D. However, it is 
opined that he cannot be placed later than the second century B.C. 

(2) Abhisekanataka 

The Abhisekanataka is a play of six Acts by Bhasa. The play 
Abhisekanataka is based on the story of the Катауапа in the Kiskindha, the Sundara 
and the Yuddha Kandas. It begins with the fight with Vali and runs through the plot 
until the fall of Ravana and Sita’s ordeal of fire. Then follows a charming eulogy. The 
dramatist has delineated the character of Vali and Ravana sympathetically. There is no 
mention of the event of Setubandha but it is stated that Rama arrived at Lanka by sea 
route. 

(3) Kundamala 

It is a play in six Acts written by Dinnaga. It is based on the Ramayana 
story dealing with the events which occurred after Rama's coronation. It dramatizes the 
exile of Sita, her meeting and reunion with Rama. 

The date of Dinnaga is not ascertained, yet it appears to be earlier that the 


5% century A.D. 


(4) Асағуасй dama ni 

This drama is written by Saktibhadra in seven Acts. It is based on the story 
of the Ramayana. In the play Асағуасйайтапі, the introduction of Асағуасйайтапі 
and Adbhutanguliyaka to act as a charm to detect fraud and disguise in the creation of 
fictitious Rama, Sita and Laksmana acts as the main proof of the sentiment. This work 
has many features that are common with the plays of Bhasa. He was a Keralian poet of 
7" century. 
(5) Ramabhyudaya 

The drama Ramabhyudaya is written by YaSovarman. It is in six Acts. Its 
subject matter has been taken from the Ramayana. Unfortunately it has since been lost, 


but the name of this drama occurs in the writings of Alamkaras. 


(6) Mahaviracarita 

The drama Mahaviracarita describes in seven Acts the life of Rama as a 
warrior. It is written by Bhavabhüti. The plot follows the Ramdyana with slight 
variations meant to show Rama’s heroism in relief. The last Act describes the country 
traversed by Rama and Sita on their way to Ayodhya in the aerial car. Rama’s 
marriage and his coronation are dramatically described in this drama. 

Bhavabhüti was a court poet of king Yasovarman of Капай) (A.D. 725-758). 
The principal sentiment of this drama is Vira (heroic). 
(7) Uttararamacarita 

The Ulttararamacarita is another drama by Bhavabhüti. The drama 

describes in seven Acts the story of Uttarakanda of the Ramayana, that is, the 
abandonment of Sita, her residence at the hermitage of Valmiki, the birth of Lava and 
Ku$a and there the union of Sita and Rama. Certain innovations have also been made. 
For example, the meeting between Ката and the sylvan deity Vasanti and presence of 
Sita in an invisible form in front of Rama, may be pointed out. In the Uttararamacarita 
the plot differs to a great extent from the Ramayana. Battle of Rama’s soldiers with 
Lava - Ku$a, for the sacrificial horse is shown for the first time. The play ends with the 
event of reunion of Rama and Sita. This play has brought celebrity of Bhavabhuti as an 


expert in delineating the sentiment of pathos. 


(8) Udattaraghava 

The drama Udattaraghava is written by Mayuraja. The drama is based on 
the Ramayana. The drama is found mentioned only in the references of the 
Alamkarikas. 
(9) Anargharaghava 

The play Anargharaghava is written by Murari. Murari was the son of 
Vardhamana and Tantumati of Moudgalyagotra. On the age of Murari, there is some 
uncertainty. Ratnakara in his Haravijaya has mentioned a verse, where there is a 
punning reference to Murari as a playwright and Ratnakara was in the court of king 
Avantivarman of Kashmir (855-884 A.D.). In the course of Rama’s aerial car on his 
way back to Ayodhya, Murari describes among other cities Mahismati, the capital of the 
Kalacuri dynasty and of the Cedi territory and by the middle of the ci century A.D. On 
these considerations Murari may be assigned to the end of the eighth century A.D. and 
to the beginning of the ninth century A.D. 

The Anarghardghava in 7" Acts is an elaborate play on the story of the 
Ramayana and for his merit and eloquence, he has been called Bala Valmiki and from 
the beauty of particular verse he is known as Indu Murari. The play has been considered 
a standard for poetic criticism and grammatical learning. 
(10) Chalitarama 

The Chalitarama is a drama written by Ksemi$vara. The manuscript and the 
references of this drama is not found. 
(11) Prasannaraghava 

The Prasannaraghava is a drama by Jayadeva.Jayadeva was the son of 
Mahadeva and Sumitra of Kaundinya gotra and a pupil of Harimisra. He was probably 
a native of Vidarbha in Northern India. For the excellence of his poetic composition, he 
was called Pryüsa. 

The Prasannaraghava is a drama in seven Acts, embracing the story of the 
Ramayana. The author has introduced several alternations in the original story to give 
his work an extraordinary dramatic effect. The first Act is very amusing where the 
demons Вапа and Ravana are brought together as Sita’s suitors and ridiculed. The last 


Act introduces a pair of Vidyadharas, who describe the battle and the purification and 


restoration of Sita. The return in the aerial car and the coronation of Rama conclude the 
story. 

There are commentaries on it by  Laksmidhara, Venkatacarya, 
Raghunandana, Laksmana and Narasimha or Rajaraya. 
(12) Adbhutadarpana 

The drama Adbhutadarpana is written by Mahadeva. There are seven Acts 
in this drama. In this drama the description of an occurrence in Lanka is shown with the 
help of black magic mirror. Mahadeva was a writer of 1650 A.D. 
(13) Janakiparinaya 

The Janakiparinaya is a popular drama of Ramabhadradiksita. The drama 
puts emphasis on the dramatic representation of the marriage of Janaki (Sita). Many 
innovations and comic situations have made the play an enjoyable one. As for example, 
Vidyutjihba, Ravana, Sarana and Tataka appear as Vi$vamitra, Rama, Laksmana and 
Sita in the Asrama of Vi$vamitra and create lots of fun by mistaken identity. 
(14) Unmattaraghava 

The Unmattaraghava is written by Bhaskara. It is a one Act play of the 
Utsrstikarkaa type. In this play there is found the narration of the plight of Rama at the 
separation from Sita. 
(15) Duütangada 

The Dütàngada is a one Act play. It is written by Subhata.The Dütangada 
was enacted in the reign of king Tribhuvanapaladeva of Anhilvid about 1242 A.D 
during a festival held in commemoration of the restoration of a Siva's temple at 
Somanatha by king Kumarapaladeva (1147-1172 A.D.). It describes the embassy of 
Angada to the court of Ravana and on failure of the negotiations, the beginning of the 
war. There are at least two recensions of Dütargada. 
(16) Balaramaya na 

The Ва!ағатауапа is written by Rajasekhara. It relates in ten Acts the 
whole story of the Ramayana. The narration often deviates from the Ramdyana and 
effect of such deviations has had a good dramatic effect. Ravana is from the beginning 
represented as a rival of Rama for the hand of Sita and his love and longing are more 
prominent than his ferocity. In describing the tale of Rama, RajaSekhara is found calling 


himself an incarnation of Valmiki, Mentha and Bhavabhiti. 


CHAPTER-II 


2.1 SRI DAMODARA MISRA: PARENTAGE AND DATE 

As is the case with most of the Sanskrit writers, there is very little 
information regarding the life of the author of the Hanumanndtaka (HN). The complete 
biographical or autobiographical history of Sri Damodara Misra is not available. 
However, some writers like Dr. Wilson have considered him as mentioned in the 
Bhojadevasamgraha, that he is same with Maithila Damodara, the author of 
Vanibhüsana. Laksminatha, the great composer of Prakrta Pingala commentary has 
also treated him as belonging to the 16" century. Dr Wilson acknowledged Sri 


Damodara Misra as a contemporary of Bhoja or of the 11” 


century. This opinion is 
supported by the Bhojaprabandha and Hanumannātaka’s commentator Mohandasa 
also. 

The historical value of this assumption is strengthened by the fact that in 
the said composition there are found some old parts also. Some changes in the text have 
been noticed throughout the centuries. It is observed that quotes from the books of 
Anandavardhana, Rājaśekhara and Dhanañj ауа” are there in the Hanumanna taka.There 
are found some verses in the Hanumanndtaka of Sri Dàmodara Misra from the 
Пһуапуд(ока, the Balaramayana and Dasakumaracarita. As the main old part is related 
with Sri Hanumat and Valmiki, so it is impossible to find out the proper time. More than 
thirty verses of the Anargharaghava of Jayadeva are taken from the НМ. From this point 
of view it may be said that the date of Sri Dàmodara Misra is prior to the 13" century or 
prior to Jayadeva. However, it is difficult to say about the portion of this composition 
taken from main old one and how much is taken from other books. Because in this 
composition in some places there are found some verses taken from the Ramayana, 
Raghuvamsa, Uttarardmacarita, Mahaviracarita, Anargharaghava, Udattaraghava, 


"TC 3 
Balaramayana etc. 


1. Hanumannataka, bhümika, p.12 
2. ibid. 
3. Hanumannataka, p.13, 14 


Having seen the writing skill and style of this HN, Dr. Susil Kumar De and 
Dr. Keith held that the main composition of this EN is prior to the 9" century, but its 
present edition came into surface near about 11" century and there were made some 
changes till the 14° century. 

The НМ is one of the oldest plays based on the Rama story. There is found 
no single opinion regarding its date of composition. Having considered the absence of 
the dramatic elements like, Prastavana, Pravesaka, Viskambhaka and Yavanika it may 
be said that it is а composition of a very old period when the dramatic elements 
suggested by dramaturgy did not come to application strictly. 

The play has occupied an important and respectful place among the 
writers. There may be two reasons of its having such a status- (1) It is an arsa (archaic) 
type of writing, (ii) It bears dominance of Rasas. There are found almost all the rasas 
delineated in the НМ. 

It is an accepted fact that the HN is the greatest achievement of Sri 
Hanumat. Traditionally it is known as Mahanataka also. But the origin manuscript of 
this play is not available now. Tradition says that HN was written by of $ri Hanumat on 
a piece of stone; but when Valmiki saw this stone- written play and thought that if this 
play could come to the readers then the charm and popularity of the Ramayana would 
be decreased. So he requested Hanumat to throw it into the sea. In the reign of Bhoja of 
Dhara, this spoilt, stone written work was discovered. Having been charmed at the 
gracefulness of the play, the king ordered Sri Dàmodara Misra, his court- poet to 
remake it.’ This edition was known as the western edition. M. Krishnamàchariar also 
records that Valmiki became alarmed at the work of Hanumat whom he treated as a 
rival. The Bhojacarita records an anecdote of some verses attributed to Hanumat, being 
discovered by a merchant, engraved on rocks on the sea-shore and Bhoja deciphered on 


the spot a verse which is found in the present drama. In the form in which, it is available 


4. Ibid., Preface, p. 25 

5. racitamanilaputrenatha valmikinabdhau 
nihitamamrtabuddhya pran mahanatakam yat/ 
sumatinrpatibhojenoddhrtam yatkramena 


grathitamavatu vi$vam misradamodarena// HN.,XIV, 96 
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now, it is a voluminous work, more a poem than a play and often there are found verses 
of other authors freely imported into it. The sentiments are lofty and ideas are fanciful.° 
But in the 274 edition of Madhusudana Misra, the name of the king was written as 
Vikrama or Vikramaditya in place of Bhoja, who discovered the stone written script of 
the drama.’ This edition is known as Mahanataka. This edition of the drama consists of 
nine Acts and 791 verses. The whole story is based on the early part of the Ramayana. 

A poet Hanumat has written Khandaprasasti as series of stotras on Visnu's 
incarnation on which there are commentaries by Gangadasa,, Raghunatha, Jayasomagni 
and Gunavijayagni. 

Saradatanaya who wrote Bhāvaprakāśa in 12" — 13" century A.D. 
instances Mahanataka as a drama of Samgraha type.* Therefore it can be said that the 
composition of the play got completed during the reign of Bhoja i.e. 11^ century. 

The two editions are different from each other. Sri Damodara Miéra’s play 
begins with four benedictory verses eulogizing Rama. The drama starts without a 
prelude and with no mention of the Sūtradhāra. It is a narrative type of drama. 
According to the rhetorician, there must be a Bharatavakya; but it is also not available 
at the end of the play. The four types of dramatic actions (Angika, Vacika, Аһағуа and 
Satvika) are also not maintained in this drama. 

Sri Dàmodara Misra belongs to a Brahmin family from the Dirghaghosa 


dynasty. He is from Mithila. 


6. HCSL, p.640 
7. esa Srilahanumata viracite $rimanmahanatake 

vira$rryutaramacandracarite pratyuddhrte vikramaih/ 

misrasrimadhustidanena kavina sandarbhya sajjikrte 

svargarohananamako'tra navamo'nkah pürna evaitysau// 

Mahanataka, IX, 149 

8. sarvavrttivinispannang sarvalakshanasamyutam/ 

samagrang tatpratinidhih mahanatakamuchyate// 


HN Introduction, p. 6 
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Apart from the Hanumannataka (HN), Sri Dàmodara Misra is said to have 
composed the *Vanibhüsana'. This is a book on prosody. In this composition there are 
found the discussion on metre. However, the book is not available now, though it is 


referred to by prosodists like Dhiresvaracarya. 
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CHAPTER- III 


3.1 HANUMANNATAKA: TITLE OF THE PLAY 

The play HN belongs to the class known as the Mahanataka in Sanskrit 
literature. So far the title of the play is concerned, it can be assumed that traditionally it 
is said that the play was composed by Hanumat and it was engraved on a piece of stone. 
In that case the title may be explained as “hanumata krtam | natakam = 
һапитаппағаКат”. Of course, there is hardly any play in Sanskrit named after its 
author. It may be applicable in the case of the НМ also. If this supposition is accepted, 
the title should be explained in another way. In the play, it is found that Hanumat plays 
an important and significant role, so far the main dramatic event is concerned. In other 
words, it is Haumat upon whom the theme of the play owes a lot. The title of the play 
may thus be explained as : “лапитатат adhikrtya krtam паіакат:ћапитаппа takam. 
It appears more justifiable to accept the second alternative as the mere plausible 
explanation of the title of the play. 

It may be added in this connection that the character of Hanumat is an 
integral part of the Rama story. The son of Айјапа and the god Vayu, comes to be 
known as Hanumat, i.e. a person with a cheekbone (hanuh asti asya iti Hanumat; the 
form hanü is also found to be in use in many a place). The background of this particular 
name is that as a little boy, the son of Afijana and Vayu attempted at dislocating the Sun 
with the supposition that it was a fruit. Noticing the audacity of the boy, Lord Indra 
struck the boy with his thunderbolt causing thereby fracture on the left cheekbone of the 
boy and as such he came to be known as Hanumat; (hanü here standing for 
bhagnahanü). The suffix таѓир in this context may be treated as being added in the 


V, 
sense of censure (nindà) . 


1. (ада sailagrasikhare vamahanurabhajyata 


tato hi namadheyam te hanumanitikirttam. — Ramayana, Kiskindhakanda, 66.24 


2. cf. bhumanindaprasamsasu nityayoge ti$ayane 


samsarge'stivivaksayam bhavanti matubadayah. 
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3.2 THE CONTENTS OF THE HANUMANNATAKA 


Sri Dàmodara Misra's Hanumannátaka is a play based on the Ramayana. 
Here is found the description of the events starting from Rama’s birth up to the death of 
Ravana and Rama's coronation and Sita's exile. 

In this drama Ravana has been depicted as the contesting bridegroom, in the 
svayamvara (marriage ceremony) of Sita, the daughter of king Janaka. Love and 
longing for Sita are there as the basic theme of the drama. 

The Hanumannataka is complete in fourteen Acts. The contents of these 


fourteen Acts are placed in the succeeding lines in brief. 


HANUMANNA TAKA 
Act Title of the Act Number of Verses 
First Janakisvayamvara 58 
Second Ramajanakivilasa 30 
Third Maricdgamana 27 
Fourth Sitaharana 16 
Fifth Valivadha 64 
Sixth Hanumadvijaya 46 
Seventh Setubandhana 20 
Eight Angadadhiksepana 58 
Ninth Mantrivakyam 41 
Tenth Рауапарғарайса 24 
Eleventh Kumbhakarnabadha 41 
Twelfth Meghanadavadha 19 
Thirteenth Laksmanasaktibheda 38 
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Fourteenth SriRamavijaya 96 
Total 578 
ACT-I 


The drama starts with four benedictory verses praying the aid of 


Ramacandra for the removal of all obstacles and to fulfill all the wishes." 


In this Act, it is found that god has created Rama-Laksmana-Bharata and 


3. (a) kalyananam nidhanam kalimalamathanam pavanam pavananam 


patheyam yanmumuksoh sapadi parapadapraptaye prasthitasya/ 


visramasthanamekam kavivaravacasam jivanam sajjananam/ 


bijam dharmadrumasya prabhavatu bhavatam bhütaye ramanama// HN. 1.1 


(b) раси Sristanapattrabhangamakartmudrankitorahsthalo/ 


devah sarvajagatpatir-madhuvadhivaktrabjacandrodayah/ 


kridakrodatanornavenduvisade damstrankure yasya bhür 


bhatisma pralayabdhipalvalatalotkhataikamustakrtih// ibid., 1.2 


(с) yam Saivah samupasate Siva iti brahmeti vedantino 


bauddha 


buddha iti pramanapatavah karteti naiyayikah/ 


aharnnityatha jainasasanaratah karmeti mimamsakah 


so’ yam vo vidadhatu vafichitaphalam trailokyanatho harih// ibid., 1.3 


(d) ta ramam ravanarim da$arathatanayam laksmanagrajyam gunadhyam 


püjyam prajyam pratapavalayitajaladhim sarvasaubhagyasiddhim/ 


vidyanandaikakandam kalimalapataladvamsinam saumyadevam 


sarvatmanam namami tribhuvanasaranam pratyaham niskalankam// ibid..1.4 
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Satrughna as the sons of king Daáaratha of Ayodhya to control over the 
evils. Among them Rāma was the eldest son bestowed with divine power. Maharsi 
Visvamitra took Ramacandra and Laksmana from Daśaratha to save the yaj/ía from the 
Ràksasas." They killed Tadaka and went to the hermitage. Subahu, the Raksasa who 
created problems and troubles was killed by them and Мапса was made free. After that 
Maharsi Visvamitra took them to Janakapuri to show the svayamvara of Sita’ where the 
bow, as decided by king Janaka would be broken into. In the svayamvara Ramacandra 


became successful in breaking the bow. At that time Para$urama arrived there? and had 


4. asidudbhatabhüpatipratibhatapronmathivikrantiko 
bhüpah panktiratho vibhavasukulaprakhyataketurbal1/ 
urvibarbarabhüribharaharane bhirisravah putratam 


yasyara svamatho vidhaya mahitah pürna$caturdha vibhuh// ibid,. 1.5 


5. tesami$varatagunai$ca janusa jyayanabhüdraghavo 
ramah so’ pyatha kausikena munina raksobhayadyacitah/ 
rajanam sa yasodhano narapatih pradatsutam duhkhitastasmai 


so’ pi tamanvagadanugatah saumitrinoccairmuda// ibid., 1.6 


6. sundastridamanapramodamuditadasthaya vidyodayam 
ramah satyavatisutadatha gatastasyasramam Шауа/ 
klrpte kausikanandanena ca makhe tatragatan raksasan 


hatva mūmucadāśu bhavividasau maricamugrakrtim// ibid., 1.7 


7. purne yajfiavidhau yiyasurabhavadramena sardham munih 
sitasam varanagatakhilanrpavyabhagnaviryasriyam/ 
$rutvà taddhanurutsavam ca mithilamasthaya tenadhikam 


satkarairüpalambhitah punaragaccapasritam mandalam// ibid., 1.8 


8. laksmanah - jamadagnyastyutyadbhairavadhanuhkola- 
halamarsamürcchitah pralayamarütodbhütakalpantanalavat 


pradiptarosanalah// ibid., I., p.15 
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a debate and the Parasuastra? given by Siva were handed over to Каша and left the 
place. The function of marriage began and they returned to Ayodhya after the 
completion of the ceremony. The rituals of the marriage ceremony was completed by 
the sage Visvamitra, Valmiki, Gautama, Vasistha, Para$urama and the priest 


Satananda. The name of this Act is Janakisvayamvara. 


ACT - II 


The Act-II, deals with the description of love-sports of Rama and Sita after 

marriage. 
In this Act, it is found that Rama and Sita went to the temple by obeying the order 
of the gurus.'' After that Вата and Sità were busy in their love-sports. At first Sita 


became shy but slowly she also began to respond properly to Ràma." Here is found a 


9. jüatvavataram raghunandanasya svakryamalingya tato' vagadam 


vinyasya tasmifijamadagnisünustejo mahatksattravadhannivrttah ibid., 1.55 


10. vaivahikam kusikanandanajamadagnyam 
valmikigautamavasisthapurohitadyaih/ 
ramo vidhim saha samapya salaksmanastai- 


ranandayafijanakajam svapuram jagama// ibid., 1.58 


11. аѕќат jate mukulanalinibandhave sindhuputre 
pracibhage pramadamudite pakvanaringapinge/ 
ramam kamam gurujanagira mandiram sundaram svam 


rambhorustam janakatanaya nandayanti jagam// ibid., ТІ.2 


12. садат gadam kamalamukulam pundartkaksavaksah 
pitham kathinyamapi kucayorjanaki manakirna/ 
purna kamaih Sithilamanilasyagamayacakara 


nitam spitam sadayahrdayam svaminalingya matva// ibid., II. 11 
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long description of their physical love." In this episode there is a hint of Rama's near 


future exile." This Act is named as Raàmajanakivilasa. 


АСТ-ПІ 


The 3" Act is mainly descriptive, dealing with the agitation of Kaikeyi, the 


exile of Rama, the sorrow of the people and relatives, Bharata's rebuking his mother, 


13. (a)prthulajaghanabharam mandamandolayanti 
mrducaladalakagra prasphuratkarnapüra / 
prakatitabhujamuüla darsitastanyalila 


pramadayati patim dragjanaki vyajanidra// ibid., II. 17 


(b) tadanu janakaputrīvaktramālokya ramah 
punarapi punarevaghraya cumbanna trptah/ 
stanatatabhujamülorahsthalam romaraji- 


rmadanasadanamasiccumbitam paficabanah// ibid., П. 18 


(c) nidralustrinitambambaraharanarananmekhalaravadhavat 
kandarparabdhabanavyatikarataralah kamino yaminisu/ 
tatankopantakantagrathitamaniganodgacchadacchaprabha- 
bhirvyaktangastungakampa jaghanagiridarimasrayante 


$rayante// ibid., П.19 


(d) sitam manoharatam giramudgiranti 
malingya tatra bubhuje paripürnakamah 
ramastatha tribhuvane’pi yatha na ko'pi 
ràmo bhunakti bubhuje na ca bhoksyati$ah// ibid., 11.28 
14. agamidirgaviraha$ciramavirasi 
jjňātvaiva rangabhavane’ dbutakamakelih/ 
$rutvà tayorgiramapujayadotupatni- 


mudgirnakarnasaranam caranayudhanam// ibid., II. 30 
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the residence at Paficavati and the departure of the two brothers in chase of the false 
deer. 

At the beginning of the Act there is found that the time for Rama to carry out 
the words of his father came nearer. At that time the light of the sun became dark." 
Kaikeyt said to Da$aratha to make Bharata the king of Ayodhya and further said that 
Sità bore some evil marks for which there happened some unnatural events. So for the 
sake of keeping peace, Sita should be sent to forest with Rama.'° Вата, Sita and 
Laksmana went to the forest and their father Dasaratha died in the pangs of separation." 
They arrived at Paficavati and Laksmana said that this place is good for their house. "$ 
They were living there very happily. One day Rāvaņa sent a golden deer in front of 


Sit? and Sita felt a longing to have that deer. This deer was actually not a deer rather 


15. bhuktva bhogansurangankatipayasamayam raghavo dharmapatnya 

sardham vardhisnukamah sravanamunipituh prapa ha!sapakalam/ 

dhatte tasminvivasvanmalinakiranatam hà mahotpataheto 

rulkadandah pracandah prapatati nabhasah kampate bhutadhatri/ ibid., Ш.1 
16. praptah kila madvagbandhakalastarhi drutarh rajanam 

bharatarajyarh prarthayami na khalu kalaksepah (rahasi 

upagamya prakasam) rajan! amangaliriyam vadhüryato'sya 

agamanamatrena mahotpatah sambhavantiti/ ibid., Ш, p.46 


17. Srutva sumantravacanena sutaprayanam 
Sapasya tasya ca vicintya vipakavelam/ 
hà raghaveti sakrduccaritam nrpena 
ni$vasya dirghataramucchvasitam na bhüyah // ibid., Ш.7 


18. esa paficavati raghuttamakuti yatrasti paficavati 
panthasyaikaghati puraskrtatato sam$lesabhittau vati/ 
goda yatra nati tarangitatati kallolacancatputi 
divyamodakuti bhavabdhisakati bhütakriyaduskuti// ibid., 1.22 


19. sulalitaphalamilaistatra kalam kiyantam 
dasarathakuladipe sitaya laksmanena/ 
gamayati daSakanthotpreritam drak 
kanakamayakurangam janaki sandadarsa // ibid., Ш.25 
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Marica in disguise. Rama and Laksmana went out to kill the deer.” The 3' Act comes 


to an end here. This Act is called the Maricadgamana. 


ACT-IV 

In the 4^ Act, it is found that Ravana was disguised as a beggar and caught 
Sita to Lanka. Jatayu’s unsuccessful attempt to rescue Sita is presented. The story is 
carried down to Rama's return after the chase to the deserted hut. 

Rama and Laksmana went after the golden deer. Then Ravana came to 
Sità in disguise as a beggar” and kidnapped her. She went on crying addressing the 
name of Rama, and Laksmana.? Jatayu, the bird tried his best to make Sita free from 
Ravana but he failed.” J atayu became very sad because he promised Da$aratha to save 
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his kingdom." At last Rama and Laksmana came back to the hut and when they saw 


20. sangam mayakurangam drutanidhananisacarimaricamagre 

dhavantam sancarantam ksanamapi gahane janaki yacate sma/ 

татат kamabhiramam nisitaSaradhanurdharinam laksmanena 

ksipram tadraksanayollikhitatatabhuva so'pyagattadvadhaya// ibid., Ш. 27 
2]. maricamrgayavyagre rame prapte ca ravane / 

bhayadiva kuranginamasyah pasyami locane// ibid., IV. 5 
22. те ге bhoh paradaracora kimare’ dhiram tvaya gamyate 

tisthadhisthitacandanacalatatah prapto jatayuh svayam/ 

muficainam patidevatam na khalu cenmaccandatundamku$a- 

krüravaskaranavranasrgurasah pasyanti grdhrastava// ibid., IV. 7 
23. aksam viksipati dhvajam dalayate mrdgati naddham yugam 

cakram cürnayati ksinoti turagan raksahpateh paksirat/ 

rundhangarjjati tarjayatyabhibhavatyalambate tadaya tyakarsat- 

yavalumpati pracalati nyaficatyudaficatyapi// ibid., IV.11 
24. namaitri пігууйаһа dasarathanrpe rajyavisaya 

na vaidehi trata hathaharanato raksasapateh / 

na ramasyasyendurnayanavisayo bhütsukrtino 


jatayorjanmedam vitathamabhadbhagyarahitam// ibid., IV. 13 
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that Sita was not there, they became nervous. The name of this Act is Sitaharana. 


ACT-V 


The 5" Act of the drama deals with presentation of the events of Rama's 


sorrows, Jatayu's death, discussion between Ката and Hanumat about Sita, Vali's 


death and the days spent by Ката in the rainy season in the forest. 


When Ravana took Sita to Lanka, Rama became very remorse. He could not live 


his life without his beloved wife Sita. Rama asked the Godavari about his wife.” At 


last, lamenting Rama asked $ri Hanumat about his wife Sità^ Hanumat replied that he 


had seen a lady caught by Ravana” and Каша having seen the ornaments of Sita 


25. 


26. 


27. 


28. 


29. 


mayakurangam vinihatya ramo bhratra sahagatya ca parnasalam/ 
konatrayesu prasamiksya sitam drsta$caturtho na ca Sokabhitya// 
bahirapi na padanam panktirantarna kacit 

kimidamiyamasita parnasala kimanya/ 

ahamapi kila пауат sarvatha raghavascet 

ksanamapi nahi sodha hanta sitaviyogam// 

he godavari punyavaripuline sita na drsta tvaya 

sa hartum kamalani cagatavati yata vinodaya va/ 

ityevam pratipadapam pratinagam pratyapagam pratyangam 
pratyenam pratibarhinam tata itastam maithilim yacate// 
kiskindhadrau raudrarudravataram 

drstva ramo marutim vacamüce/ 

sità nità kenacitkvapi drsta 

hrstah kastam sanharanpraha virah // 

papenakrsyamana rajanicaravarenambarena vrajanti 
kiskindhadrau mumoca pracuramaniganairbhusananyarcitani/ 


ha rama prananathetyahaha jahi ripum laksmanenalapantt 
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ibid., IV.16 


ibid., V.2 


ibid., V.11 


ibid., V. 33 


ibid., V.34 


could recognize that, that lady was Sità." In this Act it is found that Rama killed Vali 


by his Brahmastra. Here the 5 Act named as Valivadha, comes to an end. 


ACT-VI 


In the 6" Act, there is a description of discussion of Rama with Hanumat 
and his companions and Hanumat's departure to Lanka to give message of Rama to 
Sità.'! Therein Sita and Hanumat had a conversation. ? Hanumat said to Sita that Rama 
was in sorrow without her. Ravana attacked Hanumat, but Hanumat was not hurt.” 
Lanka came to be burnt down by the fire of Hanumat's tail.” Then Hanumat came back 
to Rama with Sita’s message.” Thus the 6" Act ends with the discussion of Rama and 


Hanumat about Sita. This Act is known as Hanumadvijaya. 


30. janakya eva janami bhüsananiti nanyatha/ 

vatsa laksmana janise pa$ya tvamapi tattvatah// ibid., V.35 
3]. atha da$arathasünorajfíaya vayuputro 

rajanicarapurimalokya bhütva dvidamsah/ 

akalitaparimano matraya satrapastam 

ksipati janakajagre simSapagravatirnah// ibid., VI. 13 
32. matarjanaki ko bhavaniha mrgah kenatra sampre$ita- 

stvaddautyena raghüttamena kimidam haste’ sti tanmudrika 

datta tena tavaiva tam nijakaradalabhya calingya ca 

premna$rüni sasarja samyagudabhüd gatresu romodgamah// ibid., VI.14 
33. Isatsajjanamaitriva nabhidyata kapestanuh/ 

nihata candrahasena ravanenatiranhasa// ibid., V1.23 
34. vahnirbabhau vanarapucchajanma sa dahya lankam khamivotpatisnuh/ 

ramadbhayam ргаруа kila pratapah palayamano da$akandharasya// ibid., VI. 25 


35. (a) manahsilayastilakam smara gandasthale tvaya 
sammrstam janakivaksahsparsatkanikrtam khagam// ibid., VI. 39 
(b) afijaneyah - 
karsyam cetpratipatkala himanidheh sthülatha cetpandima 
nila eva mrnalika yadi ghana baspah kiyanvaridhih/ 
santapo yadi sitalo hutavahastasyah kiyadvarnyate 
rama tvatsmrtimatrameva hrdaye lavanya$esam vapuh// ibid., VI. 40 
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ACT-VII 

The 7? Act of the HN deals with the festival of Vijayüdasami, the 
conversation between Vibhisana and Ravana, and the solution of the problems arising 
out of refuging the construction of a bridge by the ocean. 

In this Act it is found that Rama went to kill Ravana on the day of the 


festival called Vijayadasami.6 


But when the Bhillis said that Rama had no weapons, 
horse, elephant”, their mothers said that success came to the powerful man by bravery 
and skill only, not by horse or elephant. When Vibhisana said Ravana to make Sita 
liberated, Ravana became angry and replied that he was ready to die but not ready to 
give back Sītā.” The ocean did not allow to make a bridge over it to cross it over. Then 


Rama became very angry and wanted to dry up the water by his bow and arrow." After 


36. atha vijayada$amyamasvine suklapakse 

dasamukhanidhanaya prasthito ramacandrah/ 

dviradavidhumahaàbjairyüthanathaistathanyaih 

kapibhiraparimanairvyaptabhudikkhacakrah // ibid.,VII.2 
37. bhillibhih sahasam — 

no Sastram парі Sastram na hi ca rathakatha napi danto na уат 

noksano парі costra bata па ca Sibiro пар! raja jatavan/ 

novittam napi vastram na ca nrparacana kacidatrasti matah 

pratardrastum sthitabhirgirivarakuhare’ bhasi bhillibhirevam// ibid., VII. 6 
38. vijetavya lanka caranataraniyo jalanidhir 

vipaksah paulastyo ranabhuvi sahayasca kapayah/ 

tathapyeko ramah sakalamapi hanti pratibalam 

kriyasiddhih sattve vasati mahatam nopakarane// ibid., VIL7 
39. ravanah sakrodham — 

janami sitam janakaprasutam janami ramam madhusüdanam ca/ 

vadham ca janami nijam dasasyastathapi sitam na samarpayami// ibid., VII.11 
40. ramah sarosam — 

capamanaya saumitre raghave’ dhijyadhanvani/ 


samudram $osayisyami pada gacchantu vanarah// ibid., VII. 18 
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that the ocean made assent and Nala made the bridge and they crossed the ocean." This 
Act is known as Setubandhana. 
ACT-VIII 

The 8" Act deals with the sending of Angada by Каша to demand 
restoration of Sita from Ravana. 

After crossing the ocean, they arrived at the Suvel mountain, where Rama 
called Angada and gave message to Ravana.*” There was held a discussion between 
Кауапа and Angada. Angada said Ravana to make reconciliation (sandhi) with Rama 
but Ravana refused to do that. Angada tried his best to make Ravana understand the 
gravity of the issue, but his attempt became unsuccessful. At last, he left the place being 


frustrated. The name of this Act is Azigadadhiksepa nam. 


ACT-IX 
In the 9" Act, it is found that Mandodari, having seen the group of 


monkeys, Hanumat, Angada and Rama, suggested Ravana to make Sita free and to send 


4]. tatah prafijaliputopasthitasya samudrasyajfiaya nalena 
nibadhyamane setau taratah prastaranavalokyaha hanüman- 
ye majjanti nimajjayanti ca paramste prastara dustare 
vardhau vira taranti vanarbhatan santarayante’ pi ca / 
naite gravaguna na varidhiguna no vanaranam gunah 


srimaddaSaratheh pratapamahimarambhah samujjrmbhate// ibid.,VII.19 


42. ramah - bho mahavirangada! 
ajfianadathavadhipatyarabhasadasmatparokse hrtà 
siteyam parimucyatamiti vaco gatva da$asyam vada/ 
no cellaksmanamuktamarganaganacchedocchalacchonita- 


cchatracchannadigantamantakapuram putrairvrto yasyasi// ibid., VIII.2 


43. angadah samadam — 
sandhau và vigrahe уар mayi düte dasanana/ 


aksato và ksato vapi ksitipithe luthisyasi// ibid., VIII. 17 
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her to Rama. ^ But Ravana refused. Hearing the words of Mandodari, Ravana sent Suka 
and 5агапа as messengers to the tent of Rama.” Then minister Virupaksa said Ravana 
that Rama was very powerful and he tried his best to get Sita, so it was better for him to 
make Sita free." Mahodara, another minister of Ravana also agreed with Virtipaksa. 
Ravana, having heard all this, made the decision to send Kumbhakarna first to the 
battle." At the end of this Act there is found the comparison of the beauty of Sita and 


Mandodari. This Act is called as Mantrivakyam.? 


44. mandodari afijalim baddhva ravanam vairividravanam vijfiapayati deva! 
tvam bahuddhata candrasekharagirirbhrarta jagadbhaksakah 
putrah sakrajayityavetya ranadhirnünarn bali valijit/ 
tadrajannabala baladapahrta deyasya sa јапакт 


lankayam rahasityuvaca vacanam mandodari mandire// ibid., IX.5 


45. (mandodarikathanena kificitsabhayo ravanah) 
$ukam ca saranam viram dita prasthapya ravanah/ 


ramadevasya Sibiram тапташ cakre’tha mantribhih// ibid., IX.8 


46. yavaddasaratherna pa$yasi mukham yavanna pathonidhim 
baddham yavadimam na pavakavasam lankam nirastalakam/ 
yavannaiva nijanujam sucaritam yatam kulangaratam 
tavadravana lokapala tarasa sitam prayacchanadham// ibid., IX.10 
47. ravanah - (sabhayam sasirahkampam svagatam và svagatamevocyate) 
nitisastramidam $rutva kumbhakarnah kvacidbali/ 


hanti cenmamato yuddhe prathamam presyatamayam// ibid., IX.30 
48. digvasa yadi tatkimasya dhanusa Sastram ca kim bhasmana 

bhasmathasya kimangana yadi ca sa karnam param dvesti kim/ 

ityanyo' nyavirodhikarmaniratam pa$yannijam svaminam 


bhrngi sandrasiravanaddhasakalam dhatte’sthisesam vapuh// ibid., ІХ,37 
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ACT-X 

In this Act Ravana tried his best to show some artificial power to Sita in 
order to convince her. But he failed in his attempt owing to the demoness Sarama.”” 
Ravana again came to Sita, disguised as Rama and tried her to convince to love him. 
Sita also initially took him for Вата, but at last the fact came to be revealed.” Rama 


was very unhappy and thought about his wife Sita.” 


This Act is known as Кауапарғарайса. 


ACT-XI 
In the 11" Act Rama said to Angada to stay carefully the Vanarasena 
because in the next day there took place the Ràma's battle festival? Angada made 


everyone careful because the demoness Prabhafijani came there by the order of Ravana 


49. ravanah - 
atha rajanicare$o ramasaumitrimaya 
viracitaSirasi tadrüpalavanyapurne / 
galadaviralarakte pretaparyyastanetre 
janakaduhituragre sthapayamasa papah // ibid., X.1 


50. ѕагата raksasi (sadayam) – 

janaki tvam na janise ravanasyatidartinam/ 

mayamasadya ma bhaisi ramah kamam sa jivati// ibid., X. 6 
51. ramavesadhari ravanah (savisadam) 

bhütvàa tatopyavasare janakatmajayam 

lankapatirmakaraketusaraturayam/ 

kltbo visirnamanidandayutah smarartah 

papattatah Siva Sivantaradhiyata drak // ibid., X.21 


52. janasthane bhrantam visayamrgatrsnahatadhiya 

vaco vaidehiti pratipadamudasru pralapitam/ 

krta lanhkabharturvadanaparipatisu ghatana 

mayaptam ramatvam kuSalavasuta na tvadhigata// ibid., X. 24 
53. ramah - (vihasya) — 

bho mahavirangada yuvaraja vanarabhatanbrihi.bho bhoh sugrivasainikah ratrau 


savadhanataya sthatabyam $vah süryodaye ramasya samarotsavo bhavisyati. 
Ibid., X1.,p.175 
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and in the night the Какѕаѕт came and saw Rama and Laksmana sleeping there." 
Angada caught her. Ravana sent Kumbhakarna to fight against Rama. There took place 
the fight between Angada , Sugriva, Nila and Kumbhakarna. In this fight Kumbhakarna 
was killed. Here this Act comes to its end. This Act is named as Kumbhakarna-vadha. 
ACT-XII 

In the 12" Act Meghanàda was found in the battle against Rama and he 
was overpowered. Here, further it is presented that, Sita, having seen Rama and 
Laksmana, became very happy.” But Sītā was in sorrow when she saw Rāma and 


Lakşmaņa in dangerous condition.” 


By this time Meghanāda made a dummy 
Sītā and cut it into two pieces and brought it in front of Rama. Having seen it, Rama 
became senseless and Laksmana tried to make him revived with the help of 


utterances of Vedic hymns.” At the end of this Act, it is found that Laksmana killed 


54. angadastathaiva karoti / katake Sayanau ramalaksmanau 

nihantum ravanena prahita prabhafijant пата гакѕаѕт. 

utkhatadarunasutiksnakrpanikasau/ viratavisu nisi nirbharatah sayanam/ 

drstva sudar$anagurubhramanena guptam 

татат nihanmi kathamadya varar varaki// ibid., XI. 2 
55. svargadimau jhatiti ma’navalokayantau 

na brahmalokamadhigacchata eva tavat/ 

prana divam brajata sadhugira mumoca 

$vasanilam janakaja saha sangarena// ibid., XIL11 
56. pranesvarah pratigiram na dadati ramo 

ha vatsa laksmana mamapanayena rustah/ 

madvatsalastvamapi nottaramadadasi 

bhrantya bhuvam mama krte'tha divam gatau va// ibid., XII. 10 


57. (samaracatvare) ramah - 
drstva mayajanakatanayakhandanam ramacandro 


gurvimurvitalamupagato dirghamasadya mürccham/ 
tatpadagre punaranujani$cetanam prapya ramam 


krtvotsange smarasi na giram vyaharannityarodit// ibid., XII.15 
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Meghanada.?? Meghanadavadha is the name of this Act. 


ACT-XIII 

Ravana, having heard the news of Meghanada’s death, became furious and 
attacked Laksmana. Having noticed the condition of Laksmana, Rama said Hanumat to 
take the physician Susena?? for Laksmana's treatment. Hanumat went to the Druhina 
mountain to take medicine for Laksmana. At that moment there had been a dream of 
Laksmana’s mother Sumitra. They prayed for peace with the sage Vasistha. There 
was a conversation of Bharata and Hanumat. After that Hanumat came back to Rama 
with the medicine for Laksmana and he got recovered with that.°! Then Laksmana 
showed his fury over Ravana. 


The Act is named as Laksmanasaktibheda. 


ACT-XIV 
In the beginning of the 14" Act, it is presented that Ravana sent the messenger 


Lohitaksa to Rama with the message that if Rama gave him the Parasuastra 


58.  dohstambhasphalakelisphutavikataravadvastaghorandhakarah 

samharastram niyojya svadhanusi dharanim paninahatya virah/ 

krodhandho ravanasya jvaladanalasikhamud giranpaniyugme 

sthitva ciksepa saumitriratha drdasiro meghanadasya sadri// ibid., XII.19 
59.  vaidyam susenamadhunaiva tadanaya tvam 

lankapateranucaro' pi yato bhisaksah/ 

naiva’nyatha vadati ramagira hanüuman 

paryyankasuptamacirena tamaninaya// ibid., XIIL.17 
60. dhyatva’tmanam pranamya prabhubhavanisutavallabham tasya vakyam 

nitva’ yodhyam gamisyasyakhilakusalatamanayisyasyapiti/ 

candoddinam cakara drutamatha jananilaksmanasyopalabhya 

svapne vyalah ѕатат kavalayati bhujam vamamuttasthusiti// ibid., XIIL.21 
61.  laksmana— 

alepito hanumata girijausadhibhi 

mürccham vihaya sa$aram dhanuradadanah/ 

ramaravindataranirdharanirdharatma 


lankapateh kupitakala ivopatasthou// ibid., ХПІ.37 
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then he would make Sita free and hand over her to Rama.? There is found the 
conversation between Rama and Laksmana. Lohitaksa having heard Rama’s words 
came back to Ravana and said about Rama's power. Then Ravana came to Mandodari 
and asked her what he should do at that time; because everyone except him, of his side 
had met death.?? Having heard Ravana’s horrifying words Mandodari said that she 
wanted to fight with them if he would give her the permission, because she was also a 
Ksatriya.™ At last, after the terrible fight between Rama and Ravana, Ravana was killed 
by Rama. Then Sita became united with her husband Rama. However, Ката wanted to 


test Sita’s purity by fire? (Agnipariksa). Sita did it accordingly.” Rama accepted her 


62. (tatah pratahkale, ravano lohitaksam dütamahüya samadisati) 
re lohitaksa! vanaravahinim gatva ramamiti brühiaye rama 
jamadagnyam nirjitya yastvaya hara prasadapara$urgrhitastam 
ravanaya prayaccha tatastava sitam prayacchami/ ibid., ХТУ,р.194 


63. тауапаһ - (satvaram mandodarimandiram pravisya) ayi mandodari ! 
ramaya pratipaksavrksasikhine dasyami và maithilim? 
yuddhe raghavasayakairvinihatah svargam gamisyami va? 
nitijfie! kathayasva devi! katamah pakso grhitastvaya 
susravyam padamasmadiyamagamanmanmatrasesam balam/ ibid., XIV. 4 


64. | mandodari - (sakarunam) 

$okam lanke$a ! mà gah kuru ciramapunarma bigüdopagüdam/ 

devajfiam dehi yoddhum samaramavataramyasmi suksatriya yat// 

ibid., XIV, p. 222 

65.  ramah - (upasrtya, sa$ankam) he mahanto janah ! yadyapi priya 

pativrata tatha’pi ciram paramandirastha divyamantarenakatham 

mam sprastumarhati? (ityakarnya ramavakyadakasadavaranti 

sma brahmadayah ! tato jànaki divyopakaranam natayati) ibid., XIV, p.240 


66.  (1)janaki - (satvaram, jvalatpavakamupagamya) bho bhagavan agne! 
manasi vacasi kaye jagare svapnamarge 
уай mama patibhavo raghavadanyapunsi/ 
tadiha daha mama’ngam pavakam pavakatvam// 
sulalitaphalabhajam tvam hi karmaikasaksi// ibid., XIV.54 


(ii) 10 jvalattivradahanantarale deham biksepa ibid., XIV, p. 241 
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after she got tested by fire. Mandodari came to Rama and praised Rama's mother, 
father, dynasty, while taking into account Rama's approach towards her.” Thereafter, 
the coronation of Vibhisana was performed as per rule. Rama came back to Ayodhya, 
wherein the coronation ceremony of Ката was celebrated.” With turn of events, Rama 
sent Sita with Laksmana for exile.” Laksmana became very unhappy and lamented 
immensely. With this, the last Act of the drama comes to its end. The name of this Act 
is Sri Ramavijaya. 


3.3 SOURCE OF THE PLOT 


The Hanumanátaka of Sri Damodara Misra is a fourteen Act play dealing 
with the story of Rama. A larger portion of the story of first five Kanda (division) of 
Valmiki’s Ramdyana i.e. up to the coronation of Rama after returning from Lanka, is 
the subject matter of this play. So regarding the contents or subject matter of the HN, it 
may be said that Valmiki's Ramayana (RM) is the basic source of the drama. 

The Ратауапа is the ‘Adikdvya’ (first ornate poetry) of Valmiki the 
'adikavi' (first ornate poet). The Ramayana of Valmiki is said to have five Kandas or 


chapters, in the earlier time. But the present form of the RM consists of seven Kandas 


67.  mandodari — 

dhanya rama tvaya mata dhanyo rama tvaya pita 

dhanyo rama tvaya vam$ah paradaranna pa$yasi// ibid., XIV. 59 
68. mahabhage ! na khalu raksasinam 

sahagamane dharmah/ atastvaya vibhisanalayamasthaya 

lankacale rajyarn ciraya bhujyatamiti/ vibhisanam lanka- 

dhipatyabhisekam natayati/ ibid., XIV. P. 243 
69.  jagama ramah saha sitaya svam purimayodhyam saha vanarendraih/ 

pratyagataistairbharatadibhisca rajye’ bhisikto munibhisciraya// ibid., XIV. 70 
70. тато dasarathirdivakarakule tasyangana janaki 

nita sa daSakandharena vanato lankalayarn chadmana/ 

ramena’pi kapindrasangamavasadambhonidhim Шауа 


baddhva parvatamalaya ripuvadhadaniya nirvasita// ibid., XIV. 90 
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viz., Balakanda, Ayodhyakanda, Aranyakanda, Kiskindhakanda, Sundarakdnda, 
Yuddhakanda and Uttarakanda. 

In the Balakanda, of the RM there is found the description of the childhood 
days of Rama and other princes, svayamvara of Sita. In the Ayodhyakanda there is the 
description of the events of the royal court of Ayodhya. The Aranyakanda contains the 
description of Rama's life in the forest after his departure from the royal court and 
Ravana’s abduction of Sita. The Kiskindhakanda bears the description of the royal 
palace of Kiskindha of king Vali and his brother Sugriva, Rama's friendship with 
Sugriva and killing of Vali. In the Sundarakanda there is the description of visit of 
Hanumat in the A$okavana and meeting with Sita and destruction of Lanka with fire. 
The description of the terrible fight between Rama and Ravana, killing of Ravana and 
returning of Rama to Ayodhya after rescuing Sita are found in the Yuddhakanda. Here 
it is narrated that Sita had to undergo fire ordeal for testifying her purity and chastity. 
Rama and Sita got seated on the throne of Ayodhya .The Uttarakanda of the RM is the 
concluding chapter where all the loose aspects of the story are taken together and the 
additional information about the various characters are described. 

But this Ramayanic story has received some deviations and innovation 


with $rt Dàmodara Mira in the dramatic representation of his Напитаппа (ака. 


3.4 DEVIATION FROM THE ORIGINAL 

The Ramayana of Valmiki is a sravyakadvya while the Hanumannataka of 
$ri Dàmodara Misra is a drsyakavya. A writer of the drśyakāvya while following a 
$ravyakávya is sure to address some disadvantages also. Here Sri Dàmodara Misra 
while making the theme of the Hanumannataka deviated from the original in certain 
cases, and added some innovated ones of his own. 

Now, there may be a brief discussion on the deviation from the original. 

In Valmiki’s Ramayana, Ravana, the king of Lanka is the tragic hero and 
occupies a dominant role, while Rama is the winning hero in the НМ. Further in the HN, 
Кауапа is portrayed as the rival of Rama, in respect of Sita. He is presented as an 
earnest lover of Sita. His love and longing for Sita is vividly described in the drama. 


Ravana is deeply attracted by the beauty of Sita. Ravana has left no stone unturned to 
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win Sita. But all his attempts went in vain. In the drama Ravana’s love towards Sita is 
shown vividly than his heroic deed and ferocity. 

In the HN, in different situations and manner, the role of Para$urama or 
Jamadagnya Rama is shown. In the 1“ Act of the HN, Рагабшата arrives at Mithila 
during the svayamvara of Sita and had a debate with Rama. But in Valmiki's 
Ramayana, Para$uràma met Rama on the way back to Ayodhya after Sita's 
svayamvara, on hearing the news of breaking the bow of Siva. This bow was his 
preceptor's bow. So he accused Каша for breaking it. This is a deviated scene from the 
original one. 

In the НМ, Para$urama came with the message of Кауапа that he wanted to 
marry Sita but he refused to lift the bow of Siva in Janaka's royal court. But when 
Rama was ready to marry Sita after breaking the bow, love lorn Ravana’s heart got 
tormented. 

In the Ramayana of Valmiki, it is found that Rama went to the forest with 
Sita, Laksmana and Nisadaraja Guha.But in the HN, there is found no description about 
the Nisadaraja Guha. 

In the Ramayana of Valmiki there is found the description of the hermitage 
of Bharadvaja, but in the HN, there is no mention about it. 

In the HN, there is found no description of Sarabhanga, Sutiksna and 
Agastya, whereas Valmiki's Ramayana contains long description of all of them. 

The Ramayana of Valmiki bears lengthy description of the marriage of 
Rama, Laksmana, Bharata and Satrughna. But in the HN, there is found description of 


only Rama's marriage and not of the other three princes. 
3.5 INNOVATIONS MADE BY THE DRAMATIST 


Sri Damodara Misra has made some innovations in his HN. These 
innovations appear attractive while considering from the dramatic perspectives. 

In the 2™ Act of the HN, there is the description of Rama апа  Sita's 
love-sports. The whole Act is full of description of love and physical feelings of Rama 


and Sita. But in the Ramdyana of Valmiki such descriptions are not available to that 
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extent. This is probably done for presenting the hero endowed with more human 
emotions. 

In the AN, it is shown that Ravana is attracted towards Sita and got over 
passionate in love. This innovative colour to Ravana's character is added to have more 
dramatic effect. 

In the 11" Act, the dramatist of HN has given a description of Prabhafijani 
Rākşaşī which 15 not found in the Ramayana of Valmiki. It has been added to impose 


more dramatic turn of the events under context. 


3.6 PROBABLE REASONS FOR DEVIATIONS AND INNOVATIONS 

It should be said that the deviations from the original and innovations 
made by the dramatist, bear no negative impact upon the original Ramayanic story of 
the drama. Rather, it is to be added that the changes noticed in the story of the play have 
been able to present the contextual events in a more dramatic and convincing way and 
here lies the justification of the deviations and innovations. As hinted earlier, the 
probable reason for such changes incorporated to the Rama story of the Ramayana may 
be that the original text of Valmiki and the work of Damodara Misra belong to two 
separate classes of literary forms. While the first one is а Sravyakdvya, the latter is a 
Drsyakavya. A dramatist faces some sort of poetic difficulties in presenting a theme 
borrowed from a work which is not stage-friendly. However, in order to present the 
story in a vivid, convincing and realistic manner, a dramatist gets compelled to 
introduce certain changes to the theme collected from other sources. This is supposed to 
be the reason behind the deviations and innovations met with the Ramdyana story 
represented in the НМ. It should be mentioned that these changes or modifications go in 


favour of the ability of $rt Damodara Міќга as a dramatist. 
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CHAPTER- IV 


LITERARY ESTIMATE OF THE НАГ/МАММА ТАКА 


4.1 RITI 

The Riti is an important feature of poetry. The Riti (style) is one of the 
criteria for assessing literary merits. The arrangement of words or syllables, which 
hightens the excellence of rasa, is known by the term Riti (style).! Riti is like the 
adjustment of our body-parts. According to Vamana, Riti is the particular style of 
arrangement of words”, which is the essence of poetry.” According to Уатапа“, Riti is 
of three types, viz. Vaidarbhi, Саидуа (Gaudi) and Páficali. According to Dandin’, 
Riti is of two varieties. The Nātyaśāstra of Bharata mentions five kinds of Елі. 
Though Bharata speaks of five types of Riti, Vi$vanatha accepts only four types of Riti, 
viz. Vaidarbhi, Gaudi, Paficali, Гайка or Làti. The earlier rhetoricians like Dandin 
and Bhamaha accept the Riti called Vaidarbhi, and Gaudi. Dandin gives importance on 


the Vaidarbhi, while Bhàmaha? favours the Gaudi Riti. 


1. padasanghatana ritirangasamsthavisesavat upakartri rasadinam SD., IX.1 
2. у1$15їа padaracana ritih KSV.,II.7 
3. ritiratma kavyasya ibid., ТІ.6 
4. ѕа tridha-vaidarbhigaudiya paficali ceti/ ibid., П.9 
5. astyaneko giram таггаһ suksmabhedah parasparam/ 


tatra vaidarbhagaudiyau varnyete parasphutantarau// KD.,II.9 
6. avanti dasksinatya ca tathacaivadra magadhi 

paficali madhyama caiva jíieya natya pravrttayah 

or ntayah райса kirtitah ... NS., VI. 25, 26 
7. sa punah syaccaturvidha 

vaidarbhicatha gau ca раћсап latika tatha SD., IX.1.2 
8. alamkaravadagramyamarthyam nyayyamanakulam 


gaudiyamapi sadhiyo vaidarbhamiti nanyatha KL., 1.35 
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According to Mammata’, the author of the Kavyaprakasa (KP), the term 
КЕН is also known by the term Vytti. There is also found a similar version regarding the 
Riti and Улп in the Dhvanyáloka (DL). 
VAIDARBHI 

According to Vi$vanatha Kaviraja'' the Vaidarbhi Riti is used to evoke the 
Guna called Майһигуа with the use of the words with softer sounds. Vàmana" 
mentions that the Vaidarbhi exists іп the Gunas viz. Madhurya, Ojah and Prasada. In 
the Vaidarbhi style of composition the words are so arranged that sometimes there 
occurs single compound and sometimes no compound at all. It causes gracefulness to 
the composition. Vi$vanatha's view is better to accept because of this. ViSvanatha used 
the word Lalitatmika. The word lalityam is derived as lalitasya bhavah. According to 
Udbhata, the rhetorician Vytti is of three types viz., Purusa, Upanagarika and Статуа. 
These Vrttis are the collection of three types of letters. The Upanagarika Упї is the 
collection or combination of two letters. The beginning one is vargüntavar na" or nasals 


and the other one is mutes.'* The vargdntavarna stays in the first position of combined 


9. kesamcideta vaidarbhi pramukha ritayomatah (etastisro vrttayah 

vamanadinam mate vaidarbhi gaudi paficalakhyaritayo matah) KP., X.111 
10. asphutasphuritam kavyatatvametadyathoditam 

aSaknuvadbhirvyakartum ritayah sampravartitah 

Sabdatatvasrayah ka$cidarthatatvayujo' parah 

vrttayo'pi prakasante jfiatesmin kavyalaksane DL., Ш.46-47 


11. madhuryavyafjakairvarnai racana lalitatmika 


avrttiralpavrttirva vaidarbhi ritirucyate SD., IX. 2-3 
12. samagragunapeta vaidarbhi KSV., П.11 
13. һа, fia, na, na, ma SD., IX 
14. spar$avarna viz. ka, kha, ga, gha etc. ibid., IX 
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letters.'? In this Ул the letters are combined by repeating? also. Abhinavagupta and 
some other rhetoricians mention the Upanagarika Vrtti as the lalita. | Vi$vanatha 
mentions that the Lalitatmika consists of Vaidarbhi. Rudrata'’ says that the Vaidarbhi 
contains no compound or a few ones; it is associated into all the Gunas, abounds in the 
second letter of each series in the alphabet (viz. kha, cha, tha, pha), consists of letter 
pronounced with little effort and easy in construction. Bilhana praises the Vaidarbhi 
style in his Vikramárkadevacarita. In the Hanumannátaka the author Sri Dàmodara 
Misra uses the Vaidarbhi in many places. As for example in the verse hāro naropitah 


... drumāh,” гате syame sakame ... сагеуа 2 etc. there is found the Vaidarbhi. 


GAUDI 

According to Visvanatha Kaviraja the Gaudi style contains long 
compounds with harsh sounds. Hence, it helps to express the Guna called ojah only.?! 
Moreover, the existence of Gaudi is not considered by Vi$vanatha Kaviraja in case of 


Kanti. It may be said that the prose writers like the Gaudi style very much. Vamana 


15. mba, nga, etc. ibid., ІХ 
16. cca, ppa, kka, etc. ibid., IX 
17. asamastaikasamasta yukta dasabhirgunaisSenvaidarbhi 

vargadvitryabahula svalpapranaksari ca suvidheya ibid., IX 
18. anabhavrsih $ravanamrtasya sarasvativibhrama janmabhumih 

vaidarbhitih krtinamudeti saubhagyalabhapratibhü padanam, VC., 1.9 
19. hāro naropitah Каре maya vislesabhirina/ 

idanimantare jatah parvatah sarito drumah// HN., У.25 
20. rame $yame sakame sprSati janakajapanipadmam pradattam 

pitra netralipadme pravarapuravadhümandalanam muhürte/ 

tatpanispar$asaukhyam paramanubhavati saccidanandarüpe 

tatrasid banabhinna ramanaratipateryoganidram gateva// ibid., I. 57 
21. ojahpraka$akairvarnairvandha adambarah punahsamasa 


bahulā gaudi SD., IX.3-4 
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mentions that the Gaudi exists in two types of Gunas namely Ojah and Kanti.” Dandin 
says that the Gaudi is found beyond the ten Gunas.? Bhojaraja mentions that the 
writing with the compounds containing of Ojah and Капі is called Gaudiya.”* 
Ràjasekhara accepts the same view. He adjoins that it is used in the Vamsavarnanda.” 
The 2™ Nandi verse раш sristana ... акті of the НМ is mentioned as ап example of 
this type of riti. Sri Damodara Miśra uses Gaudi Riti in various cases also. 
PANCALI 

According to Vi$vanatha Kaviraja, Pafícali is a riti which goes midway 
between the Vaidarbhi and the Gaudi and consists of five or six compounded words.” 
He presents his opinion that the Paficali is produced after the combination of Madhurya 
and Ojah. But, if there be the Ojah, then there cannot be expected the simultaneous 
existence of Madhurya. RajaSekhara also accepts the existence of Райсай28 Vamana 


says that the Райса! is used in a composition where there is necessity of presenting 


22. ojahkantimati gaudiya... KSV., П.12 
23. iti vaidarbhamargasya prana daSagunah smrtah 

esang viparyayah prayo drstayte gauda varmatih KD., 1.42 
24. samastatyudbhatapadamojah kantigunanvitam 

gaudtyeti vijananti ritiging ritivicashanah ... SKBH., I1.31 
25. tatha vidhakalpayapi taya yadvam$aviadikrtah 

ramasavadanuprasavadyoga vrttiparampara 

garbhang jagada sa gaudiya ritih/ KM. III, p.8 
26. patu $ristanapatrabhangamakarimudrankitorahsthalo 

devah sarvajagatpatirmadhuvadhuvaktrabjacandrodayah/ 


kridakrodatanornavenduvisade danstrankure yasya bhü 


rbhatisma pralayabdhipalvalatalotkhataikamustakrtih// HN., 1.2 
27. varnaih śeşaih punardvayoh 

samastapaficasapado bandhah paíicalika mata SD.,IX.4 
28. vaidarbhi gaudtya райсай ceti ritayastrisrah KM., VIL p.31 
29. madhurya-saukumarayopapanna райсай KSV., II. 13 
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the Gunas called Madhurya and Saukumarya. Bhoja also holds the same opinion? 
The author of НМ, also resorts to this РайсаП in many places. In the verse 
ajanmabrahmacari ... jamadagnyaf' vandarivmdara ...naisit^ etc. this Райса! is 
found. In prose portion like are re nijakula® ... and ѕагуаіакѕапа?“... etc. there is also 
found the use of the Райсаї. 
LATI 

The rhetorician Vamana does not mention the rīti called Lati. He is silent 
in this matter. The Laff is mentioned by Bhoja and Visvanatha Kaviraja. Bhoja accepts 


that Lātī contains certain important elements of all other ritis." Visvanatha?$, on the 
[ p 


other hand holds that the Lafi is a style existing in the intermediate position between the 


30. samastapaficasapadamojahkantivivarjitam 


madhuram sukumaráfica paficalim kavyo viduh/ SKBH., II. 30 


31. ajanma brahmacari prthulabhujasilastambhvibhrajamana 
jyaghatasrenisanjiantaritavasumaticakrajaitraprasastih/ 
vaksahpithe ghanastrabranakinakathine sanksnubanah prstkan 


prapto rajanyagosthivanagajamrgayakautuki jamadagnyah// HN., І. 31 


32. vandarüvrndarakavrndavandimandaramalamakarandabindün/ 


mandodariyam caranaravindarenutkarankarkaratamanaisit// ibid., IX. 4 


33. are re nijakulakamalinipraleyavarsa dasarathe 
kathamakandamadantapracandadordandakodandakhandacandi- 
màdambarenapuritam jagatrayam/ sakalavasumatimandala- 
khandalakumudinipaksalaksmiharanakiranamalinam na mam vetsi ibid., I, p.19 

34. sarvalaksanopetandevabhüpalayogyanmeduramandurayam 


turaganavalokya marajvarakulacittabhrantya vadhuputra- 


yormangalavalokanayagatasya ... etc. ibid., II, p.30 
35. samastaritiyamisra latiya ritirisyate SKBH., П.33 
36. làti tu ritirvaidarbhipaficalyorantare sthita SD., IX.5 
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Vaidarbhi and the Paficali. This type of style is named as Avantika.*’ But Vi$vanatha 
again mentions views of some other authorities that Laff contains soft (mrdu) letters.^? 
The passages janami sitam.... затаграуаті” of the НМ may be referred to as an 
example of this Гай style. 
4.2 GUNA 

The Guza (quality or merit) is an important feature of the poetry. There 
are ten types of Сила according to the KD of Dandin.^ Bharata‘! and Vamana? also 
mentions ten Gunas. Srisingabhüpàla in his Rasárnavasudhakara (RSK) opines that all 
these ten Gunas are the life of the riti called Vaidarbhi.^ 

In the Kavyalamkarasamgraha (KSS), Udbhata accepts only three Gunas, 
viz. тааһиғуа, ojah and prasáda.^ Visvanatha opines that the cause of the excellence 
of the Rasa is Guna.“ He again says that the Gunas аге the part of sentiment like 


Sauryya etc." According to him, Gunas are of three varieties, viz. Madhurya, ojah and 


37. antarale tu paficalivaidrabhyo уа vatisthate/ 


savantika samastaih syaddvitraistricaturaih padaih// SKBH., II. 32 
38. lati tu mrdubhi padaih ... SD., IX., p. 602 
39. janami sitàm.... samarpayami// HN., VII. 11 


40. $lesa prasada samata madhuryam sukumarata 

arthavyakti rudaratvamojah kantisamadhayah/ KD.,L41 
4]. $Slesah prasadah samata, samadhimadhurijyamojah 

padasaukumaryam arthasya ca vyaktirudarata 

ca kanti$ca kavyasya guna da$aito... NS., ХУП.95 
42. ojahprasadaslesa samata samadhi madhurya saukumar- 

yjodaratarthavyaktikantayo bandhagunah KSV., ІП. 1.4 
43. $lesa prasada samata madhuryam sukumarata ... 


arthavyaktirudaratvamojah kantisamadhayah ... 


ete vaidarbhamargasya prana da$agunah smrtah RSK., L, p.230, 231 
44. gunah kavyasya madhurjaujah prasadalakshanah KSS., Ш,1“. 4 
45. utkarsahetavah prokta gunalamkararitayah/ SD., 1.3 
46. rasasyangitvamaptasya dharmah $auryadayo yatha gunah ibid., УШ.1 
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zu AT 
prasada. 


MADHURYA 

The long accumulated ecstasy in the melting of the heart is called 
Мдаһшғуа 5 It is also said that the speech which gives the happiness to the mind is 
called Màdhurya. It is mentioned by Srisingabhipala that the words and meanings 
where rasa emerges is named as Madhurya.” According to Bharatamuni, the speech 
which has been heard for many times but there is no feeling from that is called 
Mādhurya.”? Udbhata also says that the speech which gives happiness is Mádhurya.?! 
According to Vamana, separated or independent words are the quality of Mādhurya.” 

The Madhurya is used in very specific contexts. Viśvanātha says that this 
quality is mostly used in sambhoga, vipralambha, karuna and in the бата. According 
to RSK of Srisingabhüpala, Madhurya is used in delineating the erotic sentiment.” That 
Сипа is called Madhurya, wherein is expressed the charming feeling attached to the 
erotic sentiment.” 

In the HN of Sri Dàmodara Misra also there is noticed the use of this 


Madhurya in various places. As for example the verses sitam manoharatam.......... Ў 


47. madhuryamojo’ tha prasada iti te tridha ibid., УШ.1 
48. cittadravibhavamayo'hlado madhuryamucyate ibid., VIIL.2 
49. tanmadhuryam bhaved yatra $abde'rthe ca sphuto rasah RSS., 1.234 
50. bahu$o yat $rutam vakyamuktam vapi punah punah 

nodvejati yasmadhvi tanmadhuryamiti smrtam NS., XVII. 100 
51. tatra madhuryamahladakatvam/ KSS., VI, p.81 
52. prthakpadatvam madhurjyam KSV., Ш. 1.20 
53. sambhoge karune vipralambhe $ante' dhikam kramat... SD., VIIL2 
54. srngararasaparivahitvena madhuryam/ RSK., I, p.66 


55. madhuram rasavadvaci vastunyapi rasasthitih 
yena madyanti dhimanto madhuneva madhuvratah KD., 1.51 


56. sitam manoharatam giramudgiranti 
malingya tatra bubhuje paripürnakamah/ 
ramastatha tribhuvane’pi yathà na ko’ pi 
татат bhunakti bubhuje na ca bhoksyatisah// НМ.,П. 28 
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tadanu janaka... paficabanah>’, nidralustri... $rayante?* etc. may be referred to. 
In the HN, Sri Damodara Misra used Mādhurya very beautifully and 


clearly. 


OJAH 

The Ojah (Energy) is an expansion of mind; or which expresses the power 
of heart is called Ojah” Ojah is more effective in the sentiments like heroic, disgustful 
and in furious. Where both the words and meanings are present that type of guna is 
called Ojah.®? According to Srisingabhüpala, Oja/ can be found in the compounded 
form of writing.! Vamana says that in Ojaf there can be found a piece of tough or 
harsh writing.” Udbhata also supports Vamana’s view.” 


У Again 


In delineating the heroic sentiment, the Ojah is used in writing. 
Mammata says that the Ojah can be used mostly in the case of bibhatsa and raudra 


sentiment.” Visvanatha also accepts Mammata’s views. The 1 and 3" letters 


57. tadanu janakaputrivaktramalokya ramah 

punarapi punarevaghraya cumbanna trptah/ 

stanatatabhujamülorahsthalar romaraji- 

rmadansadanamasiccumbitam paficabanah// HN., 1.18 
58. nidralustrinitambambaraharanarananmekhalaravadhavat 

kandarparabdhabanavyatikarataralah kamino yaminisu/ 

tatankopantakantagrathitamaniganodgacchadcchaprabhabhi- 

rvyaktangastun gakampa jaghanagiridarimasrayante $rayante// ibid., Ш. 19 
59. oja$cittasya vistararüpam diptatvamucyate ... SD., VIIL 4 


60. avagito'pi hino'pi syadudattavabhavokah 


yatra Sabdartha sampattistadojah parikirtitam/ NS.,XVII. 101 
61. samasabahulatvang yat tadoja iti giyate RSK.,I. p.,237 
62. gadabandhatvamojah/ KSV., III. 1.5 
63. ojo gādatā KSS., VI., p. 81 
64. diptyaatmavistrter heturojo vīrarasasthiti KP.,VII. 68 
65. bibhatsaraudrarasayos tasyaadhikyang kramena ca ibid., УП. 69 
66. virabibhatsaraudresu kramenadhikyamasya tu SD., VIILS 
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joined with the 2™ and 4% of any series, that is to say, with any of the aspirates, such 
letters as are combined with preceding or following or both, the cerebrals (£ tha, da and 
dha) even though uncombined with another consonant and the sa and $a also can be 
used here.? The expression is elaborated by the compounded words. The narrative 
portion is harsh. 

In the HN, the author uses the Ojah in some words where the heroic 
sentiment is suggested. The speech of Angada™ is cited as an example. 
PRASADA 

Bharata opines that the words which indicate the pleasant or charming 
effect is called the Prasáda. But Vamana uses the word sithila in case of Prasdda. 
Easiness is the characteristics of Prasáda.!! According to Mammata, one which appears 
immediately like the fire kindled with dried up fuel and the clear water, it is termed as 
Prasüda."^ The words which expresses all the feelings immediately is named as 


ИЕ 
Prasada. 


67. uparyodho dvayorva sarephau tathadadaih saha 


$akarasca sakarasca tasya vyanjakatang gatah/ ibid., УШ. 6 
68. tatha samaso bahulo ghatanaudhatya Salini ibid., VIII. 7 


69. angada — (satopam) 
magastistha nisacari ksanamapi sthitva punargamyatam 
yatraste bhujavikramakhilajagadvidravano ravanah/ 
adyapyan gadabahupasapatita müde kimakrandase 
simhasyantikamagateva harini kastvam paritrayate// HN., XI. 3 


70. apyanukto vudhairyatra Sabdoba pratiyate 
sukha sabdartha sambodhanat prasada parikirtyate/ NS., XVII 97, p. 151 


71. saithilyam prasadah KSV., ІП. 1.6 


72. Suskendhanagnivat svacchajalavat sahasaiva yah 


vyapnotyanyat prasado’ sau sarvatra vihitasthitih/ KP., VII. 69, 70, p. 349 


73. arthavyakteh prasadakhyagunenaiva parigrah ... SD., VIL 11 
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In the KD, Dandin opines that Prasada is very famous like the light of the 
moon." The Prasáda emerges from the famous or familiar word. It is also accepted 
by Srisingabhüpala. 

The Hanumannataka of Sri Dàmodara Misra displays the use of Prasdda 
to a great extent. The verses ramam dasaratham'® 2.., Avil šarati" ... and ауат 
kanthah"® ... and gaganam gaganakaram’” ...etc. are cited as examples of this guna, 
available in the play. 

4.3 FIGURES OF SPEECH EMPLOYED IN THE HANUMANNA ТАКА 


The word Alamkara, has an ancient origin.? The Natyasastra (NS) speaks 
of Upama, Rüpaka, Dipaka and Yamaka as four Alamkaras of Nataka. Vamana says 
that poetry receives its acceptability owing to the figure of speech only.*! He also 
mentions that beauty itself is Alamkàra.? Alarnkaras are the figures of speech, which 
beautify the Kavya. According to Visvanatha Kaviraja®’, Alamkara means those non- 
permanent attributes of a word and its sense, that add to their beauty and aid the Rasa or 


the like, being like bracelets and the like which adorn the human form. 


74. prasadavat prasiddarthamidorindivaradyuti 
laksma laksmim tanotiti pratiti subhagam vacah// KD., I. 45 


75. prasidharthapadatvang yat sa prasado nigadyate ... RSK., I. 233 


76. татат dasaratham viddhi mam viddhi janakatmajan/ 
ayodhyamatavim viddhi gaccha putra yathasukham// HN., Ш. 18 


77. dvih $aram nabhisandhatte dvih sthapayoti nasitan/ 
dvirdadati na carthibhyo ramo dvirnabhibhasate// ibid., 1.48 


78. ayam kanthah kutharaste kuru гата yathocitam/ 
nihantum hanta govipranna $йга raghuvamsajah// ibid., 1. 39 


79. gaganam gaganakaram sagarah sagaropamah 


ramaravanayoryuddham ramaravanayoriva// ibid., XIV. 18 
80. kate astyarmkrtih süktaih kadā nünam te maghavan dasena Rg.VII.29.3 
81. kavyam grahyamlamkarat KS., IL1 
82. saundaryamlamkarah ibid., 1.2 


83. Sabdarthayorasthira ye dharmah sobhati $аушаһ/ 
rasadinupakurvanto'lankaraste' ngadadivat// SD., X.1 
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The verses of the Hanumanndtaka (HN) of Sti Dàmodara Misra are found 
to be beautified with the employment of both the types of poetic embellishment, i.e. 
Sabdàlazikàra and Arthdlamkara. Employment of various types of figures of speech in 
the verses of the НМ is being shown in this way. 

Upama (Simile) 

The figure Upama is an Arthalamkara. This брата" is said to occur when 
some sort of similarity between two things comes to be denoted without a reference to 
the dissimilarity. There are some examples of this figure of speech found in the HN. 
This figure is found in the following verses of the HN, viz.I.2, 10; Ш. 8, 15; IV. 14; V. 
26; VIII. 18. 

Rüpaka (Metaphor) 

When there is maintained no difference between the object of comparison, 
the figure is known as Rüpaka. We have this figure in the following verses of the HN, 
viz. УШ. 31; XIV. 77 
Arthantaranyasa (Corroboration) 

When a general proposition is strengthened by a particular one or a 
particular by a general one and when an effect is justified by a cause or vice-versa, 
either under similarity or on a contrast, the figure is known as Arthantaranyasa.*° The 
verses showing the use of this figure are as follow — 

I: 21; IE: 23; МП: 7; IX: 12; ХШ: 13; 

Kavyali деа (Poetical cause) 

When the reason is implied in a sentence or a word, it is termed as 
Kavyalinga.®’ The verses showing this figure in the HN are - 1:22; Ш:14; IV:8, 13; 
V:64; VI: 37; 


84. samyam vacyamavaidharmyam vakyaike upamadvayoh/ ibid., X.14 
85. rüpakam rüpitaropadvisayenirapahnave SD. X.40 
86. samanyam va уі5езепа vi$esastena và yadi/ 

karyafica karananedam karyenaca samarthyate/ 

sadharmyenetarenarthantaranyaso’ stadha tatah// ibid., X.80 


87. hetor vakyapadarthatve kavyalingam nigadyate/ ibid., X.81 
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Sankara (Blending) 


When the Alamkaras are mixed either being айға or angi or in a position of 
doubt as to which is the main one, or exist in a Pada (word) or Pada (quarter), the 
figure is known as Sarkara." The verses showing the use of this figure in the НМ are as 
follows — IE:5; VE27; XIV: 85 
Samasokti (Speech of Brevity) 


When the behavior of another is ascribed to the subject of description from 
a sameness of action, sex or gender and attribute, the figure is called Samasokti.? The 
verses showing this Alamkara in the HN are — II:6, 19. 


Dipaka (Illuminator) 


When a thing, which is the subject in hand, and another which is not 
the subject in hand, are connected with the same attribute, the figure is called Dipaka.? 


In the НМ, the following verses show the use of this figure of speech. IE4; IV: 11 
Tulyayogita (Equal Pairing) 


When the objects in the context and others are associated with one and the 
same attribute, then the figure is known as Tulyayogita.”' The verse nadyasca 


khalamaitri ... youvanāh” contains the use of this Alamkdra. 


88. angangitve’lankrtinam tadvadeka$rayasthitau/ 


sandhigdhatveca bhavati sankarastribidhah punah// ibid., X.127 


89. samasoktihsamairyatra karyalinga visesanaih/ 


vyavaharasamaropah prastute’nyasye vastunah// SD., Х.74 
90. aprastutaprastutayor dipakam tu nigadyate/ SD., X.67 


9]. padarthanam prastutanamanyesam va yada bhavet/ 


ekadharmabhisambandhah syattada tulyayogita// ibid., X.66 


92. nadyasca khalamaitri ca laksmi$ca niyatirdvisam/ 


sukumara$ca vanita rajannasthiryouvanah// HN., IX. 19 
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Sahokti (Connected Description) 
When a word conveying, by virtue of the power of denotation, a meaning 
connected with another thing by the force of some word like sardham, sākam, saha 


etc., the figure is then called Sahokti.?? Example of this alamkara from HN 15 the 


verse 1:23, 
Sandeha (Doubt) 

When an object under discussion is poetically suspected to be something 
else, it is called Ѕапаеһа. The verses IE: 7; IV:9; VE28 etc. show the use of this 
alamkara. 

Samuccaya (Conjunction) 

According to Visvanatha Kaviraja, when notwithstanding the existence of 
one cause sufficient to bring about an effect, there are other producing the same effect 
according to the maxim of the threshing-floor and the pigeons or when two qualities or 
two actions or a quality and an action are simultaneously produced there is 
Samuccaya.”° The verse cudacumbitakanka ... paippalah of the HN is bearing the use 
of this alamkara. 

Utprek sa (Poetical Fancy) 
Utpreksa’’ is the imagining of an object under the character of another. The 


following verses are written in this alamkara. 1I:15, 16; V:63; XIV: 63 


93. saharthasya baladekam yatra syadvacakam dvayoh/ 

sa sahoktirmulabhutatisayoktiryada bhavet// SD.,X.72 
94. utksitam saha kausikasya pulakaih sardham mukhairnamitam 

bhüpanam јапакаѕуа sam$ayadhiya sākam samasphalitam/ 

vaidehtmanasa samam ca sahasakrstam tato bhargava- 

praudhahamkrtidursadena sahitam tadbhagnamaisam dhanuh// HN., 1.23 
95. sandehahprakrte'nyasya samsayah pratibhotthitah/ ibid., X.51 
96. samuccayo' yamekasmin sati karyasya sadhake/ 

khale kapotikanyayattatkarah syatparo' pi cet// 

gunau kriye và yugapatsyatam yadva gunakriye/ ibid., X. 64, 65 
97. bhavet sambhabanotpreksaprakrtasya paratmana/ ibid., X.57 
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Visama (Incongruity) 

According to Visvanatha Kaviraja, when the qualities or the actions of a 
cause and its effect are opposed to each other, or when an effort fails and some evil 
result follows, or, when there is an association between two things that are incongruous, 
then the figure is called Visama.? The following verses show the use of this alamkàra. 
V:18; V:20; УШ:16. 

Ullekha (Representation) 

The description of one under different characters arising from a difference 
of perceivers or from difference of the objects is termed Ullekha.” The verse yam 
Saivah samupasate ... of the HN contains the use of this alamkara. 

4.4 VARIOUS RASAS DELINEATED 

The earlier Sanskrit critics are not found to treat Rasa (poetic sentiment) as 
an essential and separate canon for assessing a piece of poetry in general. Вһатаһа! 9 
and Рапаіп!"! include the Rasa within the purview of the figure Rasavat, while, 
Vamana is found to recognize it as an element within the Arthaguna called Kanti. 
The word Rasa primarily means ‘taste’ or ‘flavour or ‘savour’ or relish, but 
metaphorically it means the emotional experience of beauty in literature. The KV 
describes how the figure Rasavat is dependent on the eight Rasas and it is further show 
that Dandin was quite aware of the difference between sthayibhavas and Rasa. 
Bhamaha and Dandin, the two exponents of the Alamkara school, are noticed to assign 
a subordinate status to the Rasa. 

However, a distinct exposition of the Rasa along with its relation with the 


poetry in general, comes into light in the works of the comparatively later rhetoricians 


98.  gunaukrye va cet (yat) syatam viruddhe hetukaryayoh/ 
yadvarabdhasya vaika(pha) lyamanarthasya casambhavah/ 
virüpayoh sanghatana ya catadvisamam matam// ibid., X.91 


99.  kvacidbhedad grahitrnam visayanam tatha kvacit 


elasyanekadhollekho yah sa ullekha ucyate/ ibid., X.37 
100. rasavaddarsitaspasta$rgaradirasam tatha/ КТ..,Ш.б 
101. rasavadrasapesalam KD., II.275 
102. diptarasatvam kantih KSV., IIL2.14 
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like Anandavardhana and Visvanatha. On the other hand, Vi$vanatha defines Каууа to 
be a sentence, provided, it contains Rasa! However, it will not be justified to assume 
that the earlier writers were lacking in the idea of Rasa and that they failed to realize the 
aesthetic value in poetry or, that, their works were devoid of the Rasa. Bhamaha'™ is 
found to maintain that a Маһакаууа should depict all the eight Rasas separately. Firstly 
Rudrata is found to treat Rasa in his work called Kavyalamkara (KL). The Natyasastra 
(NS) says that nothing can be done in a drama without Rasa.'° The Abhinavabharati 
(AB) remarks that one Rasa runs like a thread in a dramatic representation. 9 

The cannons of Sanskrit dramaturgy mentions that a drama may contain 
more than one sentiment, but only one of them should be the principal one. It is also 
said that the principal sentiment should be either Srügàra (love) or Vira (heroic). 
There is also a rule that one sentiment should be principal and other should be 
subordinates to it. The view is found corroborated in by Anandavardhana. 

$1 Damodara Misra in his HN, uses various kinds of the dramatic 
sentiment. The sentiments depicted in the НМ are the Srügàra, Vira, Raudra, Adbhuta, 
Karuna, Наѕуа and ВһауапаКа. Неге is an attempt to make an assessment of various 
Rasas, incorporated in the HN. 
SRNGARA (EROTIC) 

According to Bharata, wherein the permanent mood is Rati, that is called 


Srrgára.'? Literally $ rügara means a ‘horn’ which sprouts from the head of a bull as a 


103. vakyam rasatmakam kavyam/ SD., L3 
104. caturvargabhidhane’ pi bhüyasarthopade$akrt 

yuktam lokasvabhavena rasai$ca sakalaih prthak/ KL., I. 21 
105. na ha rasadrte ka$cidarthah pravartate/ NS., Vol. I, p. 274 


106. eka eva tavatparamarthato rasah sütrasthanryatvana 

rüpake pratibhati AB., Vol. I, p. 273 
107. eka eva bhavedangi srngare vira eva và 

angamanye rasah sarve karyo nirvahane adbhüta SD., У1.10 
108. prasidhi'pi prabandhanam nanarasaibandhane 

eko raSongikartavyaste samektakras amicchata DL., Ш.21 


109. tatra $rhgaro nama ratisthayibhavaprabhavah NS., VI, p. 300 
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plant does from the earth. It comes to mean the budding of love as the word Srzigára is 
formed from the explanation. According to Vi$vanatha, when a man of higher dignity 
has erotic dalliances, it becomes the case of Srzigára.!" Mammata says that it is of two 


UI Dhafianjaya opines that when a pair of 


varieties, viz. Sambhoga and Vipralambha. 
young men feel mutual attraction due to favourable place, time, dress, sports etc., the 
feeling is called Rati (love/attachment) and Rati being fully experienced through various 
graceful actions, attain the status of the sentiment called $rügàra.!" On the other hand, 
he says that Syrigdra is of three types, viz. the Ayoga, the Viprayoga and the 


14 when the hero and heroine possesses love to each other 


Sambhoga'!? In Vipralambha 
but they cannot get united then that is called Viprayoga.'? In the case of Ayoga, it 15 
said, the lovers though attached deeply to each other in no way and due to being 
dependent upon others or due to some effects of bad luck be united. When the hero 
and the heroine, being mutually attracted, enjoy the flavour of love through sight and 
touch etc., then this type of śrńgāra is called sambhoga.''’ Dhanafijaya gives the same 


8 


opinion on this matter." This sambhoga is styled as the Samyoga by Panditraja 


Jagannatha. According to him Śrřgāra is of two types namely - the Samyoga and the 


110.$rhgang manmathodbhedastadagamana hetukah/ 
uttamaprakrtiprayo rasah $rngara isyate// SD., III.183 


111.tatra $rngarasya dvau bhedau — sambhogo — vipralambha$ca/ KP., IV, p. 130 


112. ramyadesakalakala vesabhogadisevanaih 
pramodatma ritih saiva yünoranyoraktayoh 


prahrsyamanah srngaro madhurangavicestitadyaih DR., IV. 4, 8 
113. ayogo viprayogasca sambhogascati sa tridha DR., ТУ. 50 
114. yatra tu ratih prakrsta nabhistamupaiti vipralambho’ sau SD., III. 187 
115. viprayogastu visleso rudhavisramabhayordvidha ibid., IV.57 


116. tatrayogo’nurage’ pi navayorekacittayoh 
paratantryena daivadva viprakarsadasangamah ibid., IV.50, 51 


117. dar$anaspar$anadini nisevete vilasinau/ 
yatranurktavanyonyam sambhogo’ yamudahrtah// ibid., Ш. 210 


118. anukülau nisevete yatranyonyam vilasinau 
dar$anaspar$anadini sa sambhogo mudanvitah DR., IV. 69 
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Vipralambha.? According to Visvanatha the natural phenomena like the rising of the 
sun and the moon, the sports in water and forest, the six seasons with their charm and 
gaiety, description of morning, black bees and the night etc. contribute much in the 
context of realization of the sentiment called Sambhoga.'”° 

Sti Dàmodara Misra uses this Srzigára sentiment in various places. In the 


2" Act of the HN, there is found the description leading to Srzigára. In the verse 


gadam айт! ..., anyonyam .... bühubandhah ?, mandam mandan!” ..., 
prthulaja ghanabharam'** „ә sprhayati ca  bibheti.... dviskaroti? апа 
nidhuvanaghana" | ........ Sankam etc. there are some description suggesting 


sambhoga srngara. 


119. tatra $rhgaro dvinidhah samyogo vipralambhasca 

rateh samyogakalavacchinnatve prathamah 

viyogakalavacchinnatve dvitiyah RG., p.41 
120. tatra syadrtusatkam candradityau tathodayastamoyah 

jalakelivanaviharaprabhatamadhupanayaminiprabhrtih 

anulepanabhüsadya vacyam sucimedhyamamanyacca SD., Ш. 198 
121. задат gadam kamalamukulam pundarikaksavaksah- 

pitham kathinyamapi kucayorjanaki manakirna/ 

purna kamaih Sithilamanilasyagamayacakara 

nitam sphitam sadayahrdayam svaminalingya matva// HN.,II.11 
122. anyonyam bahupasagrahanarasabharasilinostatra yünor- 

bhüyobhüyah prabhütabhimataphalabhujornandatorjata esah/ 

sansaro garbhasaro nava iva madhuralapinoh kaminormam 

gadam calingya gadam svapihi nahi nahiti cyuto bahuvandhah// ibid., П.12 
123. mandam mandam janakatanaya tam caturdha vidhaya 

svairam jahne tadadharamadhu premato militaksti 

mene tasyastadanu kavalandharmakamarthamoksan 

ramah kamam madhuramadharam brahma pilvapi tasyah ibid., П.14 
124. prthulajaghanabharam mandamandolayanti 

mrducaladalakagra prasphuratkarnapüra/ 

prakatitabhujamüla darsitastanyalila 

pramadayati райт dragjanaki vyajanidra// ibid., П.17 
125. sprhayati ca bibheti prematam balabhava- 

nmilati suratasange’ pyangamakuficayanti/ 

ahaha nahi nahiti vyajamapyalapanti 

smitamadhurakataksairbhavamaviskaroti// ibid., 11.20 
126. nidhuvanaghanakeliglanibhavam bhajantya 

ramanarabhasasankatamkicetah priyayah/ 

adharadaSanasarpatsitkrtaya dhrtayah 

piba piba rasanam me kamato nirvisankam// ibid., II. 21 
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Vipralambha Srügàára also finds its room in the HN. In Vipralambha"" 


the hero and the heroine, though possessing love for each other, cannot get united.The 
love in separation i.e., Vipralambha Srügàra exists in the presentation of the pangs of 
separation which Rama feels when Ravana kidnaps Sita with him. Hence, along with 


the Sambhoga type, the Vipralambha type of Srügàra also, is found to be depicted in 


the HN. The verses bahirapi na раайпат ........ sitáviyogam 2%, madhyo'yam haribhih 
—Ó— bho maithili,!”’ alingitatra sarasiruha —................. Куа gatelyarodit, ? 
gahamgahamgahvara ...... dinamarodit'*', sa bhürajorafijita ...... bhūmih'”, siteti ha 
127. yatra tu ratih prakrsta nabhistamupaiti vipralambho'asau SD., III. 187 


128. bahirapi na padanam panktirna Каси 

kimidamiyamasita parnasala kimanya/ 

ahamapi kila nayarn sarvatha raghavascet 

ksanamapi nahi soda hanta sitaviyogam// HN., V.2 
129. madhyo' yam haribhih smitam himaruva netre kurangiganaih 

kanti$camapakakudmalaih kalaravo hà hà hrtah kokileh/ 

matangairgamanam katham kathamaho hamsairvibhajyadhuna 

kantare sakalairvina$ya pasuvannitasi bho maithili// ibid., V. 3 
130. alingitatra sarastruhakorakaksi1/ 

pitadhareti madhure vidhumandalasya/ 

rangavataramakarandavimarditani/ 


puspanyamini dayite kva gatetyarodit// ibid., V. 5 


131. gahamgaham gahvarakantaravananta/ 
ddarsamdarsam darpakabhalliriva vallth/ 
smaramsmaram düragatam tamatha kantam/ 


ramah kantamadricaro dinamarodit// ibid., V.6 


132. sa bhürajorafijitasarvakayo/ babhau vibhurmanyuvidirnacetah// 


yosidviyoganaladahyamanam/ svakantamalingayativa bhumih// ibid., V. 7 
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paritascacara"", ha janaki pracalito ....... kva vilokayami 4, re vrksah parvatathà ..... 


ko bhavankena drstá'", he godavari ....... maithilim yácate "6, ke yüyam vada 


nathanatha ...... hà priye janaki, saumitre dàvavahni ......... kànte'si site ^, 


133. siteti hà janakavamSajavaijayanti/ 
hà madvilocanacakoranavendu lekhe// 
ittham sphutam bahu vilapya vilapya rama/ 


stameva parnavasatim paritascacara// ibid., V. 8 


134. ha janaki pracalitotpalapadmanetre/ 
hà me manahkamalakananarajahamsi// 
esa priye tava viyogajavahnidagdho/ 


dinam prayami bhavatim kva vilokayami// ibid., V.9 


135.re vrksah parvatastha girigahanalata vayuna vijyamana 
ramo'ham vyakulatma da$arathatanayah $oka$ukena dagdhah/ 
bimbosthi carunetri suvipulajaghana badhanagendrakafici 


hà sità kena па mama hrdayagata ko bhavankena drsta// ibid., V.10 


136. he godavari punyavaripuline sita na drsta tvaya 
sa hartum kamalani cagatavati yata vinodaya va/ 
ityevam pratipadapam pratinagam pratyapagam pratyangam 


pratyenam pratibarhinam tata itastam maithilim yacate// ibid., V. 11 


137. ke yüyam bada nathanatha kimidam daso’smi te laksmanah 

ko’ har vatsa sa arya eva bhagavanaryah sa ko raghavah/ 

ki kurmo vijane vane tata ito devi samudviksyate 

ka devi janakadhirajatanaya ha ha priye janaki// ibid., V. 12 
138. saumitre davavahnistarusikharagato varyatam nirjharaudhaih 

ka varta davavahnerayamudayagirerujjihite himansuh/ 

dhatte dhümarn himamsuh kathaya kathamayam naiva dhümo dharanya 


Schayeyam sangata' bhudayi dharanisute kutra kante'si site// ibid., V. 20 


52 


140 : 
h ^, etc. also describes 


Sankesasanke ... priyayáh ^ re re nirdaya ... prayukto budhai 
the pangs of separation of Rama from Sita when Sita was caught by Ravana.It is already 
stated that the separation is the main cause of Vipralambha Srngara. This Vipralambha 
Srügüra is also found in the case of Sita. When she was in Lanka she thought about 
Rama and worrying for him. In the verses matarjanaki ... gatresu romodgamah'"", 
suvarnasya suvarnasya ... айриһуаКат 42, mudre santi ... сіғатаппауап 4, 
atranguliyakamanau ... титиһа!*, candro yatra ... drutam ^, the pangs of separation 
of Sita from Rama is described.All the verses referred to here can be treated as 
suggestives of the Rasa called Vipralmbha, which according to Bhoja' ^6 is essential for 


a better representation of Sambhoga. 


139.$anke $asanke jagurankameke pankamkurangam pratibimbitangam / 
dhümam ca bhümandalamuddhatagneviyogajatasya mama priyayah// ibid., У. 21 


140.re re nirdaya durnivara madana protphullapankeruhan 
banansamvrnu samvrnu tyaja dhanuh Кіт paurusam mam prati/ 
kantasangaviyogajatahutabhugjvalapradagdham vapuh 
$uranam mrtamarane nahi varo dharmah prayukto budhaih// ibid., V. 22 


141. matarjanaki ko bhavaniha mrgah kenatra sampresita 
stvaddautyena raghüttamena kimidam haste’ sti tanmudrika/ 
data tena tavaiva tam nijakaradalabhya calingya ca 
premnasriini sasarja samyagudabhüd gatresu romodgamah// ibid., V1.14 


142. suvarnasya suvarnasya suvarnasya ca maithili/ 
presitam ramacandrena suvarnasyanguliyakam// ibid., VI. 15 


143. mudre santi salaksmanah kuSalinah sriramapadah sukhar 
santi svamini mà videhi vidhuram ceto" naya cintaya/ 
enam vyahara maithiladhipasute namantarenadhuna 
ramastvadvirahena kankanapadam hyamyai ciram dattavana// ibid., V1.16 


144. atranguliyakamanau pratibimbamasid 
ramasya sadaramativa vilokayanti/ 
madrüpa eva kimabhünmama viksayeti 
mimansaya janakarajasuta mumoha// ibid., VI. 17 


145. сапаго yatra dinesadidhitisamah padmam spulingopamam 
karpürah kulisopamah Sasikala Sampasama bhasate/ 
vayurvadavahnivanmalayajo dabagnivatsampratam 
sandesam naya ramasnindhimato yatram drutam karaya// ibid., VI. 19 


146. па vinà vipralambhena sambhogo pustimasnute/ SKBH., V. 52 
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VIRA (HEROIC) 
The Vira rasa which belongs to the noblest men has utsaáha (fortitude) as 
its permanent mood. Тһе utsdha is the mood by virtue of which one is prompted to 


perform actions. The yellow colour is the symbol of Vira rasa. Its presiding deity is 


147 


Indra. ^ The person to be conquered are the Alarnbananavibhavas and their heroic 


utterances, advances and appropriate situations are the Uddipanavibhavas, where taking 
up the arms etc.by the opponents is the anubhdva and patience, intelligence, pride, 


memory, mental deliberation апа  horripilation аге regarded ав the 


148 


Vyabhicaribhavas. "The author of the ZN also employs the Vira . In the verse 


-151 


ET zm. uem ume ‚14 = A . r= . š 
rajanmága visadam 9... паһат?°..., tam drstvà ` .. utksipya sülamajayari ? Ts 


147. (a) uttamaprakrtrivira utsahasthayibhavakah 
mahendradaivato hemavarno' yam samudahrtah SD.,1II.232 
(b) virah pratapavinyadhyavasayasttva 
mohavisadanayaismayavikramadyaih 
utsahabhüh sa ca dayaranadanayogat 
tredha kilatra matigarvadhrtipraharsah DR.,IV.72 
148. alambananavibhavastu vijetavya dayo matah 
vijetavyadicestadyastasyoddipanarüpinah 
anubhavastu tatra syuh sahayanvesanadayah 
saficarinastu dhrtimatigarvasmrtitarkaromaficah 
sa ca danadharmayuddhairdayaya ca samanvitascaturdha syat SD., Ш.233, 234 
149. rajanmaga visadam parihara balavadvidvisah Sokasalyam 
kalyananyasrayantamahamahamikaya no bhavantam jahami/ 
kah kalah ko vidhata kimarikulabhayam ko yamah ke ca yamyah 
ko ramah ke kaptndrascalati mayi rane rosite kumbhakarnam// HN., Х122 
150. naham vali subahurna kharatrisirasau dusanastatakaham 
naham setuh samudro na ca dhanurapi yatyambakasya tvayattam/ 
re re rama pratapanalakavalamahakalamrttih kilaham 
viranam maulisalyah samarabhuvicarah samsthitah kumbhakarnah// ibid., ХІ.24 
151. tarn drstva jivita$am girivarakuharam trastacittah kapindrah 
kecitpadantavatapracalitapavanandolitah khe caranti/ 
keciddordandcandabhramananipatitah $onitanyudgiranti 
pranan kecit pravirah kathamapi dadhati spitaphutkarabhinnah// ibid., XI. 27 
152. utksipya silamajayam tripurantakasya 
samharaketumiva kotitaditprabhabhih/ 
ghoram jvalantamurasi ksipati sma raksa- 
starapatestadisuna raghuna nirastam// ibid., XI. 28 
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etc. there is noticed the Vira. In the verse dambholi kumbhakarna'"... there is a 
description of the fight between Jambavan and Kumbhakarna. Here both the Jambavan 
and Kumbhakarna are Alambanas and their efforts are Uddipanas. Here the arms, hands 


and feet etc. are Anubhdvas. There аге many instances of Vira rasa in the HN. 


KARU NA (PATHETIC SENTIMENT) 

Soka or grief caused by the death of a desired one is the permanent mood 
of the Karunarasa. By the learned it is mythologically spoken of as dove-coloured; 
while its presiding deity is the god of death. Sorrow is the permanent mood of the 
sentiment Karuna and here the object for which sorrow comes is Alambana, the 
Uddipana is such thing as when the dead body of the loved one is being burnt. Its 
Anubhavas are the cursing one's destiny, falling on the ground, waiting etc. changes of 
colour, size and sobs, stupefaction and raving. All worldly objects fainting, epilepsy, 
sickness debility, weariness, distress, insensibility, madness and anxiety etc? areits 
vyabhicaribhavas. 

There is found representation of Karuna rasa in the HN. The verses 


ғатат  jayagrajamiva.............. tatheti?, hà tata mātara™”® _................ and siteti 


153. dambholi kumbhakarnam girimiva tarasa patayafijanubandham 

Капаш gadam viracya svabhujagurumadam jambavanugravesah 

nirmuktau tàvabhütamabhavadatha marutpuspavrstistadange 

gulphaghatena rosadrajanicaravarastannirasyopatasthau// ibid., X1.34 
154.istana$adanistaapteh karunakhyo raso bhavet 

dhiraih kapotavarno' yam kathito yamadaivatah 

$oko'tra sthayibhavah syacchocyamalamvanam matam 

tasya dahadikavastha bhaveddipanam punah 

anubhava daivanindabhüpatakanditadayah 

vaivarnyocchavasanih$vastambhapralapanannica 

nirvedamohapasmaravyadhiglanismrtisramah 

visadajadatonmadacintadya vyabhicarinah SD., III. 222-225 
155. rāmam jayagrajamiva vanam prasthitam viksya $aktau 

dharttum pranan Siva Siva katham tanvihayatha vaham/ 

nirmuktah syam vacanamanrtam tatpunarnanyatha me 

bhūyād bhüyastadanu vacanam ha babhase tatheti// HN., IILA 
156.tatra bharatah - 

hà tata matarahaha jvalitanalo mam 

катат dahantvasaniSailakrpanabanah/ 

manthantu tanvisahate bharatah salilam 

hà ramacandrapadayorna punarviyogam// ibid., Ш.5 
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һа janaka'”’ ...... , ha janaki'® ..... etc. may be mentioned as examples of Karuza rasa. 


RAUDRA (WRATH OR FURIOUSNESS) 


The permanent mood of the rasa called Raudra is anger. ^? Mythologists 
opine that it is red coloured and its presiding deity is Rudra. The enemy is supposed to 
be the Alambana and the enemy's activities are regarded as Uddipanavibhavas. Cutting 
of the enemy by means of various weapons like spear, sword etc. a pugilistic encounter, 
attack are regarded as Uddipanas of this sentiment. Biting the leaps, contraction of the 
eye-brow, raising the hands, frightening, boosting etc. are regarded as Anubhavas and 
fierceness, pride etc. are treated as Vyabhicaribhavas. 


The author of the НМ also employs this Raudra rasa in his drama. In the 


157. sīteti hà janakavamSajavaijayanti 
hà madvilocanacakoranavendulekhe/ 
ittham sphutam bahu vilapya vilapya rama 


stameva parnavasatim paritascacara// ibid., V.8 


158. ha janaki pracalitotpalapadmanetre 
hà me manahkamalakananarajahamsi/ 
esa priye tava viyogajavahnidagdho 


dinam prayami bhavatim kva vilokayami// ibid., V.9 


159.raudrah krodhasthayibhavo rakto rudradhidaivatah 
alambanamaristatra taccestoddipanam matam/ 
mustipraharapatanavikrtacchedevadaranci$caiva 
samgramasambhramadyairasyoddiptirbhavet prouda 
bhrivibhangosthanirdamsobahusphotannatarjanah 
atmavadanakathanamayudhotksepananica 
anubhavastathaksepah krürasandar$anadayah 
ugratavegaromauncasvedavepathavo madah 


mohamarsadayastatra bhavah syurvgabhicarinah// SD., Ш.227-231 
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a 160 MI 4 
verses re renisacarapate ` ..., ekasmin . there is found the presence of Raudra 


rasa. 


BHAYANAKA (TERROR) 


As mentioned in the SD!” 


, the permanent mood of the Bhayanaka is Bhiti 
or Bhaya. Its colour is black. Here the source of fear is the alambana, the dreadful 
attempts etc. are Uddipanas; the sweating, dissolution, paleness, convulsive speech, 
horripilation, trembling, looking round etc. are Anubhavas, when the matter comes 
regarding to disgust, excitement, fascination, terror, fatigue, distress suspension, 
epilepsy, flurry or commotion and death etc. then these are called saficaribhavas. In the 


HN the verse re re nisácarapate! uds paitamaham'™“ ... etc. there is found the 


employment of Bhayanaka rasa. 


160.re re ni$acarapate tvaritam grhana 

banasanam tridasadarpaharam $aram ca/ 

nirvapayami virahagnimamum priyaya 

mandodaritaralanetrajalapravahaih// HN., XIV. 33 
161. ekasminvinipatite'pi $irasi krodhopasantih kutah 

kintu svanunayaya mürdhanidhanam drstam na yatrarina 

tvatto mürdhabahutvatah phalamidam samyanmaya labhyate 

chinnam chinnamaveksya raksasapate svam durnayam jíiasyasi/ ibid., XIV.39 
162. bhayanakau bhayasthayibhavo bhitadhidaivatah/ 

strinicaprakrtih krsno matastatvavisaradaih// 

yasmadutpadyate bhitistadatralambanam matam/ 

cesta ghoratarastasya bhaveduddipanam punah/ 

anubhavo’ tra vaivarnyagadgadasvarabhasanam/ 

pralayasvedaromaficakampadikpreksanadayah// 

jugupsavegasammohasamtrasamlanidinatah/ 

sankapasmarasambhrantimrtyvadya vyabhicarinah// SD.,1II.235-238 
163.re re ni$acarapate tvaritam grhana 

banasanam trida$adarpaharam $aram ca/ 

nirvapayami virahagnimamum priyaya 

mandodaritaralanetrajalapravahaih// HN., XIV. 33 
164. paitamaharh raghupatih samare'tikopad 

banam mumoca hrdaye dasakandharasya/ 

bhittva sa tadhrdayasonitasonagatrah 

prananvivesa dharanitalamasya nitva// ibid., XIV.42 
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4.5 THE PRINCIPAL SENTIMENT OF THE HANUMANNA ТАКА 


It appears very much clear from the discussion on the delineation of 
different kinds of poetic sentiments in the Hanumannataka (HN) that both the Vira and 
the Karuna Vipralambha Srngara find importance in this work. So the determination of 
the principal sentiment requires a separate discussion. 

In the Nàtaka type of dramatic composition the principal sentiment should 
be either erotic (Srrigdra) or heroic (Vira). The other sentiments help the principal 
one. ^6 

There are found some heroic activities for which Vira is also sometimes 


167 there is a 


called its (HN) principal sentiment. In the verse dambholi kumbhakarna ... 
description of the fight between Jambavan and Kumbhakarna. Here both Jambavan 
and Kumbhakarna are Alambanas and their efforts are Uddipanas. Here movements of 
the arms, hands and feet etc. are Anubhavas. There are many instances of Virarasa in 
the HN. Though the heroic sentiment is found in the НМ, yetthe drama comes to its end 
with sadness. So there is found Karunarasa. According to dramatic rule Karuna cannot 
be the principal sentiment. ^^ As in the last Act of the HN, the heroine Sita is separated 

by her husband hearing other's remark. According to Visvanatha Kaviraja, whenever, 
the hero and the heroine, though possessing love for each other cannot get united, it is a 


case of Vipralambha Srügàra. In the HN, $rt Damodara Misra depicts the love affair of 


165. eka eva bhavedangi srngaro vira eva va SD.,V1.10 
166. angamanye rasah sarve karyo nirvahne’ dbhutah ibid., V1.10 


167. dambholi kumbhakarnam girimiva tarasa patayafijanubandham 
kantham gadam viracya svabhujagurumadam jambavanuravesah/ 
nirmuktau tàvabhütamabhavadatha marutpuspavrstistadange 


gulphaghatena rosadrajanicaravarastannirasyopatasthau// HN., X1.34 


168. ramo dasarathirdivakarakule tasyangana јапакт 
nita sa da$akandharena vanato lankalayam chadmana/ 
ramena'pi kapindrasangamavasadambhonidhim Шауа 


baddhva parvatamalaya ripuvadhadaniya nirvasita// ibid., XIV. 90 
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Rama and Sita very beautifully. Rama loves Sita very and Sita too possesses the same 
towards Rama. The Srügürarasa is mainly found in the 2™ Act of the HN. After 


marriage, they were busy in their love sports. Rama kisses Sita embracing her. I 


n 
all these verses there is found Srzigára. In this episode there is a hint of Rama’s near 
future exile. There is found the love in separation i.e. Vipralambha, in the description 
of the pangs of separation of Rama from Sita. 

The sentiment aroused towards the end of a drama is in most cases, 
regarded as the principal sentiment which is termed as the Prabandharasa by 
Anandavardhana. It is the lasting emotion or sentiment experienced by connoisseur. In 
such consideration Vipralambha Srügàra mixed with Karuna should be treated as the 
principal sentiment of the HN. There is also found the description of Karunya (pathetic 
condition). When in the forest Sita was kidnapped by Ravana then Rama feels very 
unhappy and very much worrying for her.'”' And also in the last Act when Sita was sent 
for exile by Rama with Laksmana, Laksmana became very unhappy and lamented 


172 With this the last Act of the drama comes to its end. 


immensely. 
In view of above, the Karunavipralambhas rngara mingled with Vira may 


be recognized as the principal sentiment of the work. 


169. anyonyam bahupasagrahanarasabharasilinostatra yüno 

rbhuyobhüyah prabhütabhimataphalabhujornandatorjata esah 

sansaro garbhasaro nava iva madhuralapinoh kaminormam 

gadam calingya gadam svapihi nahi nahiti cyuto bahuvandhah/ ibid.,1I.12 
170. gadam gadam kamalamukulam pundarikaksavaksah 

pithar kathinyamapi kucayorjanaki manakima/ 

purna kamaih Sithilamanilasyagamayacakara 

nitam spitam sadayahrdayam svaminalingya matva// ibid., П.11 
171. siteti ha janakavam$ajavaijayanti 

hà madvilocanacakoranavendulekhe/ 

ittham sphutam bahu vilapya vilapya rama- 

stameva parnavasatim parita$cacara// ibid., V.8 
172. vane vimoktum janakasya kanyam $rotum ca tasyah paridevitani/ 


sukhena lankasamare hatan mamajivayanmarutirattavairah// ibid., XIV.91 
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4.6 METRES EMPLOYED IN THE HANUMANNATAKA 


The idea of Chandas is as old as the Vedangas.!? Chandas or metre is an 
essential element of versified poetry. Chandas is a Vidya (Science), essentially a 
proyogasastra i.e. applied science, arranged in assemblage (citi) of sounds or letters. 
Hence this science is termed chandoviciti also. Sayana in his preface to the 
commentary of the Rgveda has derived the word *Chandas' variously. It is stated that 


^ Again the word 


the Chandas removes the sin of men, so it is called Сһапдав.! ” 
‘Chandas’ is derived from the root chad or chadi, meaning ‘to cover’. Тһе Chandas 
envelopes the sin of men and so it is called Chandas. In the Siddhantakaumudi, the root 
chad is explained in the sense of restriction, cf. chadi samvarane'?. In the Nirukta of 
Yaska, the derivation is given as chandamsi chadanat'”®, which means Chandas comes 


from the root chad. In Panini’s grammar, as mentioned in the preface of the CM, the 


derivation is given as: chandayati hladayati iti chandah; canderadesca chah.” 


The science of metrics constitutes the very essential element of the 
Vedangas. In the Mundakopanisad, the enumeration of the six Vedangas occurs very 


clearly. NS 


173. (i) $iksa vyakaranam chando niruktamjyotisam tatha 
kalpasceti sadangani vedasyahurmanisinah 


Agrawal, Sanskrit Sahitya Ka Itihasa, pp. 331/363 
(1) $iksa kalpo' vyakaranam niruktam chando jyotisam 
Mundakopanisad. I. 1.5 


174.  purusasya papasambandham varayitum acchadakatvat chanda 


ityucate/ RV., p. 32 
175. curadiprakarana; dhatu, 1577, SDK 
176. daivatakakanda, 7.12.2, NR 
177. nivedyam, CM (Preface), p. 3 


178. tatrapara rgveda yajurvedah samavedo’ tharvavedah śikşa kalpo 
vyakaranam niruktam chando jyotisamiti/ MU, 1.1.5 
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Successful poets are always aware of choosing selective words in their 
writings in conformity with the harmonious arrangement of syllables in those words. 
Harmonical succession of syllables in a piece of composition creates a rhythm. Such 
rhythm touches the softest corner of the reader's heart. One should have a proper idea of 
Chandas. Anundoram Borooah has rightly observed — “А practical acquaintance with 
prosody not only enables us to successfully grapple with the former difficulties, but also 
in the case of classical texts always and in the case of older texts often to detect all 


ordinary faults of omission, insertion and alternation."!? 


There are seven metres viz., gayatri, usnik, anustubh, brhati, pankti, 
tristup and jagati used in the Vedas, while a large number of metres are in vogue in 


classical Sanskrit. 


The classical metres are firstly divided into two heads, viz., vrtta and 
jati.'®° А ута type of the metre is regulated by the number and position of syllables in 


13! Tt is of three? varieties, depending upon the number syllables in 


each quarter. 
each quarter, namely- the samavrtta (having equal number of syllables in each 
quarter), the ardhasamavrtta (having the same number of syllables in every alternate 
quarter) and visamavrtta (having varied number of syllables in each quarter). In the case 
of jai? the metre is determined by mdtrd (syllabic instants) in each quarter of the 
stanza. It is said that employment of various metres in a work shows the poetic 


proficiency of a poet. 


179. Prosody, p. (i) 


180. (1) padyam catuspaditacca vrttam jatiriti dvidha/ CM, 14, KD, I. 11 
(1) tatravrttam cajatimca padyamahurathoprthak/ SKBH, II. 24 
181. vrttamaksara samkhyatam / CM, 1.4 


182. (1) samamardhasamam vrttam vismaficetitat tridha samam  samacatuspadam 
bhavatyardhasamam punah 4distrtyavad yasya — padasturyodvitiyavat 


bhinnacihnacatuspadam visamam parikirtitam Ibid., I. 5- 
6 
(ii) samam cardhasamam caitadvisamam ca pracaksate SKBH, IL24 
183. jatirmatra krta bhavet/ CM. 1.4 
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According to Suvrttatilaka 


(SV) of Ksemendra, he who uses a few types of metres in 
his work is regarded as a poet of lesser degree. As a true classical poet, the author of the 
Напитаппа(аКа (HN) appears trying to prove his skill and ability of composing the 
stanzas in various types of metres. Here is a discussion on the metres used in the 


Напитаппа taka. 
Anustubh 


This metre, which is known as s/oka also, is manifold. The widely used variety 
of this metre possesses eight syllables in each quarter. The fifth syllable in each quarter 
should be /aghu (short), the sixth guru (long) and the seventh alternately long and 
short. ? 
— 1: 14,15,16,20,40; Ш: 1,24,; IV: 5, V: 4,13,14, 17, 25, 31, 32, 35, 36, 45, 46, 56, 
58; VI: 1,2,7,15,18,23,31,38,39,42,43,44,45,46; VIT: 14, 18, ; ҮШ: 17, 21, 26, 27, 47,; 
IX: 13, 14, 15, 16, 17, 18, 20, 21, 24, 26, 27, 28, 29, 30, 31, 32, 33, 38,; X: 6, 9, 17, 23; 
XI : 9,10,12,19,20; XII: 1; ХШ: 6,7,8,9,13,15,35,36; XIV: 18, 24, 28, 30, 32, 53, 59, 72, 


In the Hanumannataka the following verses are written in this metre. They are 


76, 80, 81, 95. Altogether ninety numbers of verses in the НМ are composed in this 


metre. 


Indravajra 

The metre Indravajra'*® contains eleven syllables in each quarter having the 
ganas namely Та, Та, Ja, Ga, and Ga. The following verses of ће Напитаппа taka are 
written in this metre. 

I: 50, 51, 52, 56; IE: 15, 24, 25; Ш: 3, 21; IV: 15; V: 21, 28; VI: 27; ІХ: 4, 
40; X: 7; XI: 1, XIII: 30; XIV: 48, 56. Total number of verses in this metre is twenty. 


184. ekasminnevayairvrtte krto dvitresu và $ramah / 
na пата viniyogarhaste daridra ivotsave// SV. IIL26 
185. paficamam laghusarvatra 
saptamam dvicaturthayoh 
guru sastham ca janiyat 
Sesesvaniyamo matah loke’ nustuviti khyatam tasyastaksaratamata 
- CM, IV, p. 155 


186. syadindravajra yaditau jagau gah/ ibid. П, p. 36 
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Upendravajra 


If the first syllable of each of the quarter in a verse of the metre Indravajra 
is laghu (short), then the metre is known as Орепағауа)іға 187 There аге four verses in 
the Hanumannataka composed in this metre. These are I: 36 ; Ш: 10 ; XII : 5 ; XIV: 
17. 


Rathoddhata 


Rathoddhata'** is the metre which consists of eleven syllables in each foot 
with the ganas namely Ra, Na, Ra, La and Ga. Verse number 28 and 30 of the 15 Act of 


the НМ are composed in this metre. 
Upajati 

When the metres Indravajrad and Upendravajra ог Indravamsa and 
Vamsastha or some other two metres are mixed or joined in one stanza, it is called 
Upajati.'® There are twenty-eight verses in the Hanumanndtaka written in this metre. 
They are shown here in this way — IV: 4, 16, 16; V: 7, 30, 40, 61, 62; VI: 12, 25, 33; 
VII: 8, 11, 12, 16, 20; УШ: 1, 18; IX: 34, 41; XI: 6, 18; ХП: 14; ХШ: 19, XIV: 70, 86, 
89, 91. 


Drutavilambita 


The metre Drutavilambita'”’ consists of twelve syllables in each foot and it 
has the ganas in the order of Na, Bha, Bha and Ra respectively. This metre is found to 


be employed in the following two verses of the Hanumannd taka. 


I: 9, XIV: 58 
187. upendrndravajra prathame laghusa/ ibid., II, p. 37 
188. ratparairnaralagai rathoddhata ibid., Il, p. 43 
189. anantarodiritalaksmabhajau padauyadiyavupajatayo stah / 
ittham kilanyasvapi misritasu vadanti jatiosvidameva nama / ibid., П, p. 38 
190. drutavilambitamaha nabhau bharau CM, Il, p. 55 
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Pusitàgrà 


The metre Puspitágrá ^! belonging to the ardhasamavrtta group consists of 
the ganas in the order of Na, Na, Ra, and Ya in the two odd quarters and Na, Ja, Ja, 
Ra,and Ga in the even quarters. There are only two verses in the Напитаппа taka, 


composed in this metre. They are: 
XIV: 49, 92. 
Va msasthavila 


This metre consists of twelve syllables in each foot and the ganas therein 
are Ja, Ta, Ja and Ra respectively. The metre Vamsasthavila'”* is known by the term 
Vamsastha and Vamsasthanita also. The following two verses of the Hanumannataka 


are composed in this metre. 
VI: 35; УП: 10 


Vasantatilaka 


Vasantatilaka? 


is a metre, which consists of fourteen syllables in each 
quarter and the ganas therein are Ta, Bha, Ja, Ja, Ga and Ga respectively. The 


Hanumannd taka contains the following verses of this type of metre. 


I :17, 21, 25, 39, 44 46, 57, 59 ; IE13, 28, 30; Ш: 2, 6, 7, 8, 13; IV: 1, 12, 14; V: 1, 5, 8, 
9, 29, 37, 42, 47, 49, 50, 53, 57, 59; VI: 17, 20, 32; УШ: 4; IX: 39; X: 21, 22; XI: 2, 15, 
17, 28, 30, 31, 33, 35, 37, 38; XIV: 37 


Total number of verses in this metre in the drama is fifty. 


191. ayuji na yagarephato yakaro 


yujica najau jaragasca puspitagra / ibid., Ш, p. 145 
192. vadanti vamsasthavilam jataujarau ibid., П, p. 49 
193. jüeyam vasantatilakam tabhajajagaugah ibid., p. 73 
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Malini 


The metre which comprises fifteen syllables in each foot and the ganas 


E E . жж 194 
wherein аге in the sequence of Na, Na, Ma, Ya and Ya, is known ав Malini." 


The yati 
exists after the eighth (bhogi) and then after the seventh (/oka) syllable. The 


Hanumannd taka contains thirty-eight verses in this metre. They аге: 


I: 18; П: 8, 16, 17, 18, 20, 21, 26, 27, 29; Ш: 15, 16, 17, 19, 20, 25; IV: 2, 54; VE 9, 13; 
VIE 1,2, 3, 15; ҮШ: 31; X: 1, 2, 3,4, 5, 8, 16; ХІ: 14, 23; ХШ: 34; XIV: 36, 54, 96. 


Mandakranta 


Мапайктйта'? is a metre which consists of seventeen syllables and the 
ganas therein are Ma, Bha, Na, Ta, Ta, Ga and Ga respectively. The Yati exists after 
the fourth (ambudhi) and then after the sixth (rasa) and then after the seventh (naga) 
syllable. The following seventeen verses of the Hanumanndtaka are composed in this 


metre. 


I: 42, 45; II: 1, 2, 10, 14; Ш: 5; V: 27, 43, 44; VIII: 29; ХП: 15-17; ХШ:3, 23; XIV: 20. 
Sikharint 


The metre Sikharini 126 


contains seventeen syllables in each pādas and the 
ganas used therein are Ya, Ma, Na, Sa, Bha, La, and Ga respectively. A gaza is a group 
of three syllables. But Ga denotes a long syllable and La a short. The Уап exists after 
the sixth (rasa) and then after the eleventh (rudra). There are twenty-one verses in the 


HN written in this metre. These are shown here — 


I: 13, 19, 47; П: 23; VI: 29; VII: 7; УШ: 16,38,51; X: 12, 24; XI: 11,41; 
XIV: 1,9,11,14,25,40,62,69 


194. nanamayayayuteyam malint bhogilokaih ibid., II, p. 81 
195. mandakrantambhudhirasanagairmo bhanau tau gayugmam ibid., Il, p. 87 
196. rasaihrudrai$chinna yamanasabhatagah Sikharini ibid., II, p 
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Sardiilavikridita 


Sardilavikri. dita? is the metre, which consists of nineteen syllables in each 
quarter with the ganas viz., Ma, Sa, Ja, Sa, Ta, Ta and Ga. Here the Yati exists after the 
twelfth (sūrya) and then after the seventh (asva) syllables.There are one hundred and 
sixty-nine verses in the Hanumannataka which are written in this metre. The verses are 


as follows: 


I: 2, 3, 5, 6, 7, 8, 10, 11, 12, 22, 23, 24, 26, 27, 29, 52, 41, 43, 48, 53, 54, 55; IE 4, 5, 
6,6, 7; III: 11, 14, 18, 22, 23, 26; IV: 2, 7, 7, 8, 9, 11, V: 3, 11, 12, 15, 16, 18, 22, 23, 24, 
26, 48, 55, 63, 64, VI: 3, 4, 6, 8, 14, 16, 19, 21, 22, 28, 30, 36, 40, 41; VII: 4, 5, 9, 13, 
19; VIII: 2, 5, 6, 7, 8, 9, 10, 11, 12, 13, 20, 23, 24, 28, 30, 32, 34, 35, 36, 37, 39, 41, 42, 
43, 44, 45, 49, 50, 52, 53, 54, 55, 56, 57, 58; IX: 1, 2, 3, 5, 6, 9, 10, 11; 12, 35, 36, 37; 
X: 10, 11, 15; XI: 3, 4, 5, 21; ХШ: 5, 12, 28, 33, 38; XIV: 2, 3, 4, 6, 10, 12, 21, 22, 23, 
26, 29, 31, 35, 39, 43, 44, 45, 46, 51, 52, 55, 57, 60, 61, 63, 65, 66, 67, 71, 78, 79, 82, 
83, 84, 85, 87, 88, 90, 93. 


Sragdhara 


The metre Sragdhara'”* contains twenty-one syllables in each quarter and 
the ganas therein are Ma, Ra, Bha, Na, Ya, Ya, and Ya. The Yati exists after the every 
seventh (muni) syllable in this metre. There are eighty- one verses in the 


Hanumannd taka composed in this metre. They are as follows: 


I: 1, 4, 31, 33, 37, 38, 58; II: 3, 9, 12, 19, 22; III: 4, 9, 12, 27; IV: 3, 10, V: 10, 20, 34, 
39, 41, 51, 52, 60; VI: 5, 10, 11, 24, 34, 37; УП: 6, 17; УШ: 3, 14, 19, 25, 33, 40, 46, 
48; IX: 7; X: 13, 18, 20, 29; XI: 7, 8, 16, 22, 24, 25, 26, 27,29, 34, 36, 39, 40; ХП: 2, 
12, 19; XIII: 4, 14, 20, 21, 24, 31, 32; XIV: 5, 7, 8, 15, 16, 19, 41, 68, 73, 77,94. 


197. sürya$vairmasajastatah saguravah $ardulavikriditam ibid., IL, p. 89 


198. mrabhnair - yanam trayena trimuniyatiyuta sragdhara kirtiteyam ibid., П, p. 23 
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4.7 KAVISAMAYAS IN THE HANUMANNA TAKA 


The term Kavisamaya is a technical one which is used to denote the 
conventional style of some poetic descriptions. It stands for denoting some particular 
form of representation of certain objects. Such style or form of describing certain 
objects and ideas in a rather unrealistic manner is known as Kavisamaya. Though, it is a 
dosa (poetic blemish) because of describing a real thing or idea as something unreal in a 
Kavya, yet the Kavisamayas are found to be treated as poetic merit (випа).'? 
Rajasekhara says that once upon a time, the scholars learnt the Vedas with thousands of 
branches and understood the meaning by visiting many places for many times. But 
those whose meanings are not found and written anywhere came to be known as 
Кауізатауа.2% According to Vi$vanatha the famous saying are that the sky and the vice 
are supposed to be black; fame, laugh and renown are said to be white; anger and 
attachment are indicated by the red; the red and blue lotuses are blooming in the river 
and the sea, though in reality, these are not possible to be found in the flowing water of 
river and the sea. The swans go away to the Manasa lake in the rainy season, the Asoka, 
flowers bloom by the blow of legs of beloved lady, the Vakula flower bloom by the 
spittle wine of that lady; the scene of happiness is indicated by the wearing of ornaments 
by the youth, sadness is described by the act of avoiding of ornaments; the passionate 
look of a lady is the same with the flowery arrows of Kamadeva's bow. The lotus 
blooms in the morning and the lily at night, the moon is noticed in the bright fortnight, 
the peacocks dance when the clouds are thundering. There is no fruit of Asoka tree and 


the Cameli (Jasmine) flowers do not bloom in the spring season, there are no fruits and 


199. kavinam samaye khyate gunah khyataviruddhata SD., VII. 17 


200. pürve hi vidvansh sahasrasakham sangam ca 
vedamavagahya $astrani cavabudhya desantarani 
dvipantarani ca paribhramya yanarthanupalabhya 
pranitavantastesam desakalantaravesena anyathatve’ pi 


tathatvenopanibandho yah sa kavisamayah KM., XIV; KP., I, p. 12 
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flowers in the Candana (sandal) tree. 7?! 

Rajasekhara is probably the first one, who gives proper attention to this 
Kavisamaya."? These Kavisamayas are beautifully applied in the Hanumannátaka of 
Sri Dàmodara Misra. 

In the Hanumannaátaka, there is found the employment of a few 
Kavisamayas. In the verse raktastvam navapallavairahamapi... забока Р it is stated 


that the Asoka flowers bloom by the blow of legs of loving ladies. In the verse 


201.malinyam vyomni pape, yasasi dhavalata varnyate hasakirtyo 
raktau ca krodharagau saridudadhigatam pankajendivaradi 
toyadhare-khile’ pi prasarati ca maraladikah pakshisamgho 
jyotsna peya cakoraurjaladharasamaye manasam yanti hamsah 
padaghatadasokam vikasati bakulam yositamasyamadyair 
yünamangesu harah, sphutati ca hrdayam viprayogasyatapaih 
mourbi rolambamala dhanuratha visikhah kausumah puspaketur 
bhinnam syadasya banairyuva-janahrdayam strikatakshenatadvat 
ahnyambhojam ni$ayam vikasati kumudam candrika suklapakshe 
meghadhvanesu nrtyam bhavati са Sikhinam napyasoke phalam syat 


na syajjatirvasante na ca kusumaphale gandhasaradrumana 


mityadyunneyamanyatkavi - samayagatam satkavinam pravandhe SD., VII. 23-25 


202.so' yam kavinam samayah kavye supta iva sthitah/ 


sa sampratamihasmabhiryathabuddhi vibodhitah// KM., XVI, p.189 


203.raktastvam navapallavairahamapi Slaghaih priyaya gunai- 
stvamayanti Silimukhàh smaradhanurmukta sakhe mamapi/ 
kantapadatalahatistava mude tadvanmamapyavayo- 


stulyam sarvamasoka kevalamaham dhatra sa$okah krtah// HN., V. 24 
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205 


US _ 204 eee с, 906 
pracibhage sarāge S svairam Каіғауа .., сабғаттайкпата 


В _ „207 ал 208 ӨНЕ : 4209 л ке 
Тауарғауапе””..., аара yo" ..., екепакѕпа pravitatarusa `...ғе ғауапаѕіа ........ 


etc. there are found the use of ће Kavisamayas. In these verses the author mentions 


about the pangs of separation of the cakravdka birds. On the other hand in the verse 


204. pracibhage sarage taranivirahini krantamudre samudre 
nidralau nirajalau vikasitakumude nirvikare cakore/ 
aka$e ѕауакаѕе tamasi Samamite kokaloke sa$oke 
kandarpe'nalpadarpe vitarati kiranancharvarisarvabhaumah// 

205. svairam kairavakorakanvidalayan yünam manah khedaya- 
nnambhojani nimilayanmrgadrsam manam samunmulayan/ 
jyotsnam kandalayamstamah kavalayannambhodhimudvelayan 
kokanakulayandiso dhavalayanninduh samujjrmbhate// 

206. cakrakridakrtantastimiracayacamüspharasanharacakram 
kantasanharasaksi gaganasarasi yo rajate rajahamsah/ 
sambhogarambhakumbhah kumudavanavadhubodhanidradaridro 
devah ksirodajanma jayati ratipaterbananirvanasanah// 

207. јауаргауапе raghunandanasya dhülokadambastamite dinese 
$aSiprabham chatramudiksya bala stryodaye roditi cakravaki// 

208. $аѕара уо me dayitarh sa ramah 
salaksmano ravanibanajalaih/ 
rane hato’ yam madmudvahanti 
candrodaye nrtyati cakravaki// 

209. ekenaksna pravitatarusa viksate vyomasanstham 
bhanorbimbam sajalagalitenaparenatmakantam/ 
ahnaschede dayitavirahasankini cakravaki 
dvau sankirnau visrjati rasau raudrakarunyasanjfiau// 

210.re ravanastamupayatu saha tvayarkah 
sriraghave samaramurdhni krtapratijíie/ 
mandodari janakaja’ stanagavalambi 


nyarke cakorakavadhiriva cakravaki// 
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HN., П.3 


ibid., II. 4 


ibid., II.9 


ibid., XI.6 


ibid., XII.5 


ibid., XII. 17 


ibid., XIV. 38 


karpüraih kimapüri?" ... there is the description of the moonlight with ice. It is also n 


indication of the poet's ability in applying Kavisamaya. 
4.8 PADALALITYA IN THE HANUMANNA TAKA 

The term Padalalitya (elegance of words) is a much uttered one in classical 
Sanskrit literature. But as there is not found any clear or definite exposition of the word 
in any work on rhetorics, it becomes somewhat difficult to show the very significance or 
the meaning of the term Padaldlitya. On the other hand, the term Padaldlitya indicates 
only the loveliness or gracefulness or elegance of words used in a literary piece. The 
oft-quoted line, viz. naisadhe padalalityam indicates the fact that the word Padalalitya 
stands for the alliteration of soft sound caused by the Улїї called Upanagarika ог 
Latika. 

There are three varieties of the Vytti (style of composition), which are 
found to be mentioned by Udbhata in his Kavyalamkarasarasa mgrah (KSS). These 
three types of the Vytti are known as the Parusa, the Upanagarika and the Статуа. 
These three Vrttis come only because of the setting or selection of sound in 
composition. Among the three Vrttis, the Upanágarika ^" one is defined by Udbhata in 
his KSS. It is explained by the commentator Pratiharenduraja by saying that whenever 
there exist reduplicated consonants like Kka, Ppa, Cca and the like, or if there exist 
mutes in the form of conjuncts with the last sound of the Varga and if such reduplicated 
sounds are employed more than once, then that piece of literary work is considered to be 
marked with the Vytti called the Upanagarika. Another important rhetorician, 
Abhinavagupta termed this Upandgarika ав the Lalitavrtti. According to 
Abhinavagupta, the alliteration of soft sounds causes the Улп called the Upandgarika 


which goes by the denomination ‘Lalita’ also. This notion of Abhinavagupta is found 


211. karpüraih kimapüri kim malayajairalepi Кіт paradai 

raksali sphatikantaraih kimaghati dyavaprthivyorvapuh/ 

etattarkaya kairavaklamahare srngaradiksagurau 

dikkantamukure cakorasuhrdi praude tusaratvisi// ibid., II.7 
212. sarüpasamyogayutam mürddhnivargantayogibhih spar$airyutam ca manyante 


upanagarikam budhah KSS., 1.5 
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: f 21 
in his famous Locana 


4 commentary on the Dhvanydloka of Anandavardhana. The 
modern scholars also agree that Padaldlitya can be recognized in the cases in which 


there exists the Vytti called Lalita. It can be said in this context that the ten verses 


14 215 


starting from the naválatá^"^ ... to the marullalat’’> ... of Canto I of the Naisadhacarita 
(NSC) contain the illustration of this Upanagarikavrtti or the Lalitavrtti. These verses 
are said to possess Padaldlitya. These and such other verses in Sriharsa’s work, have 
paved the ground for the oft-quoted saying viz., naisadhe padaldlityam. 

On the basis of this notion, it can be said that Padaldlitya, exists in 
alliteration of softer sounds. The term can be explained as - lalitasya bhavah = 
lalityamy padagatam lalityam = padaldlityam. Hence we may conclude that 
padalalityam is a quality (випа)”'° of a Kavya like other guna, viz. /рата (alamkdara) 
and arthagaurava (gravity of words), which speaks of the charm of alliterated words. 
The author of the Напитаппа (ака is also a master in handling it. In the verse dvih 


; „217 E E 2,5218 
ғағапт .......................... ‚ rame syame закате? оларын тына анан dene ees 


213. masrnanuprasa upanagarika lalita 
nagarikaya vidagdhaya upamiteti krtva. DL.,Vol. 1, p.30 
214 паха lata gandhavahena cumbita karambitangi makarandasikaraih/ 


drsa nrpena smitasobhikudmala daradarabhyam darakampini pape. NSC., 1.85 


215. marullalatpallavakantakaih ksatam 
samucchalaccandanasarasaurabham 
sa varanarikucasamkocitopamam 


dadarsa maluraphalam pacelimam NSC., 1.87 
216. upamakalidasasya, p.131 


217. dvih $aram nabhisandhatte ау sthapayati nasritan/ 


dvirdadati na carthibhyo ramo dvirnabhibhasate// AN.,I. 48 


218.rame $yame sakame spr$ati janakajapanipadmam pradattam 
pitra netralipadme pravarapuravadhümandalanam muhürte/ 
tatpanisparsasaukhyam paramanubhavati saccidanandarüpe 


tatrasid banabhinna ramanaratipateryoganidram gateva// ibid., I. 57 
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а ‚21 220 roo r r= 221 
gadanr ^ ....... nadanadahana ..., ғаПКе sasanke ... etc. there are found 


Padalalitya. 
4.9 CHARACTERISATION 


The poet Sit Dàmodara Misra has represented all the characters skillfully 


in his Hanumannda taka. 


RAMA 

The hero of the play is Rama. The hero is presented in the drama as 
having the traits of a Dhirodatta hero. According to ViSvanatha Kaviraja, the hero of a 
Nàtaka should come from a royal and famous family, he should be of either divine 
(divya) or mortal (adivya) origin.” In a Nataka, the hero should be of the Dhirodatta 


d Dhanaíijaya also says that one who never boasts, who is forgiving, full of self- 


type. 
command, resolute, whose self-esteem is concealed, who is faithful to his engagements, 


is called a high spirited but temperate and firm hero.” 


219. адат gadam kamalamukulam pundarikaksavaksah 
pitham kathinyamapi kucayorjanaki manakirna/ 
purna kamaih Sithilamanilasyagamayacakara 
nitam sphitam sadayahrdayam svaminalingya matva// ibid., П.11 


220. madanadahanasus yatkantakantakucanta 
rhrdi malayajapanke gadabadhakhilan ghrih/ 
upari vitatapakso laksyate’ lirnimagnah 
бага iva kusumesoresa punkhavasesah// ibid., 1.16 


221.$anke Sasanke jagurankameke pankam 
kurangam pratibimbitangam/ 
dhümam ca bhumandalamuddha- 
tagnerviyogajatasya mama priyayah// ibid., V.21 


222. prakhyatavamé$o rajarsirdhirodattah pratapavan/ 
divyo’ tha divya divyo va gunavannayayako matah// SD. V1.9 


223. avikathanah kshamavanatigambhiro mahasatvah/ 
stheyan nigudhramano dhirodatto drdhrabratah kathitah// ibid., 111.32 


224. mahasattvo’tigambhirah kshmavanavikathanah/ 
sthiro nigüdharahankaro dhiradatto dhrdhrabratah// DR. 1L4, 5 
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In the HN, Rama is presented as having almost all of these qualities. In the 
first Act of the drama, the author presents the hero.” Вата is the incarnation of Lord 
Visnu, but is more a human being than a god, in the drama. He is characterized by a rare 
mobility of spirit. Self-sacrifice and abiding devotion seem to be the dominant traits of 
his character. 

It comes to light from the statement given by Sunahsepa, a son of 
Visvamitra, that Rama is a savior of the damage done by the demons. There is no doubt 
that Rama is a powerful hero, but his heroism has its dignity and politeness. It is clearly 
visible, in the time of confrontation with Para$urama. Rama lifts and strings and even 


226 


breaks the Haradhanu ^? (the bow of Siva). Hearing the echoing sound of breaking of 


the bow, Paragurama, the disciple of Siva with a thundering roar appears іп the 
'svayamvara' hall and enquires about the breaking of the bow ad promises to kill the 
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broker.“ Rama tries to pacify him politely. Rama’s behavior towards Parasurama is 


very sober and gentle.” 
Rama politely says that he is neither aware of his power nor of the 
weakness of the bow, but while lifting and stringing, it has broken.”” He requests 


Parasurama to excuse him for this work. But while Para$urama is not pacified at the 


225. tesamisvaratagunaisca janusa jyayanabhüdraghavo 
ramah so’pyatha kausikena munina raksobhayadyacitah/ 
rajanam sa yasodhano narapatih pradatsutam duhkhita 
stasmai so’ pi tamanvagadanugatah saumitrinoccairmuda// НМ. 1. 6 


226. sambhou yadgunavallarimupanayatyakrsya karnantikam 
bhra$yanti tripuravarodhasudrsam karnotpalagranthayah/ 
svam casphalayati prakosthakamimamunmucya tasamaho 
bhidyante valayani dasarathina tadbhagnamaisam dhanuh// ibid., 1.24 


227. para$urama - kenedam kupitakaladantapatrantaralamicchata 
dhanurbhagnam/ ibid., I. p.18 


228. ayam kanthah ! kutharaste kuru rāma ! yathocitam / 
nihantum hanta govipranna $йга raghuvamsajah// ibid., 1.39 


229. bahorbalam na viditam na ca karmukasya 
traiyambakasya mahima na tavapi saisah/ 
taccapalam para$urama! mama ksamasva 
dimbhasya durvilasitani mude gurünam// ibid., 1.38 
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request, Rama becomes ready to fight and shows his heroism.” Ultimately Parasurama 
comes to be overpowered. Rama’s another virtue is also shown in the HN. He never 
did any work two times." As a husband Rama is very romantic and cute. He loves Sita 
from the core of his heart. In the HN, the love of Rama towards Sita is also 


2 = 
233 Rama 


234 
T 


described." Вата compares Sità's body with gold and the teeth with pearl 
was no doubt very cool minded. Hearing about his exile he accepts it politely. o 
Rāma the call of duty is supreme and must be obeyed though his life would have no 
charm in the absence of his beloved. 

Great and constant, indeed, is the affection of his heart. Nearly ten years 
after the exile of Sītā, Rama is found wandering in the Naimisa forest lamenting over 


235 


the fate of his deserted queen." He thinks that the subjects may make adverse 


comments about his lineage. So, he does not even hesitate to banish Sita. 


230. purojanma nadyaprabhrti mama ramah svayamaham 
na putrah pautro và raghukulabhuvam ca ksitibhujam/ 
aviram viram và kalayatu jano mamayamayam 
maya baddho dustadvijadamanadiksaparikarah// ibid., 147 


231. dvih saram nabhisandhatte dvih sthapayati nasritan/ 
dvirdadati na carthibhyo ramo dvirnabhibhasate// ibid., 1.49 


232. tadanu janakaputrivaktramalokya ramah 
punarapi purarevaghraya cumbanna trptah/ 
stanatatabhujamülorahsthalam romaraji 
madanasadanamasiccumbitam paficabanah// ibid., П.18 


233. svarnam suvarnam dahane svadeham ciksepa kantim tava dantapanktim/ 
vilokya türnam manibijapurnam phalam уійтпа nanu dadimasya// ibid., 1.25 


234. mam badhate nahi tatha gahanesu vaso 
rajyarucirjananakabandhavavatsalasya/ 
ramanujasya bharatasya yatha priyayah 
padaravindagamanaksatirutirupalaksyah// ibid., Ш.6 


235. bho! bho! kastam! atiniralambastapasvinyah pravasah 
patayati sa Куа drstng kasminnasadya cittama$vasiti 
jivatikatham nirasa $vapadabhavane vane sita // KM., Ш.4 
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Rama's love towards Sita, bears some admirable marks. Since Sita’s exile 
he has been a stranger to happiness and pleasure. At the touch of the fragrant breeze 
from the Gomati he instinctively concludes that the change must be due to the proximity 
of Sita. 

Каша 15 great without being ostentatious. He places his duty far above his 
personal comforts and feelings and in his attempt to preserve the glorious traditions of 
his family from ignomity due to a scandal, he counts no sacrifice as too great. 

Thus, Ràma's character is presented by 54 Damodara Misra as 
possessing some human qualities which are not commonly had of in common men. 
Though presented as a human being, Rama’s greatness as an incarnation of the Supreme 
Being is also brought to light by the dramatist at the available contexts. 

LAKSMANA 

Laksmana is represented in the play as an abiding younger brother, for 
whom service to the elder is of foremost consideration. 

Laksmana obeys the command of the elder brother without demur. So, 
even today everybody thinks that of a brother like Laksmana be there, he would be 
lucky in this world. Rama’s relation with Laksmana is one of the most interesting ones. 
Laksmana was sent with Ràma to the hermitage of Visvamitra.**° 

Laksmana entertains and manifests the devotion and submissiveness to 
Rama for which he considers it as the best way for his spiritual advancement. In the 1“ 


237 
In 


Act which is known as "Janakisvayamvara", Laksmana expresses his strengths. 
the 274 Act, Laksmana is asked by mother Sumitra to go with Rama to the forest, 


thinking Rama as his father, Sita as his mother and the forest as his kingdom 


236. tesamisvaratagunai$ca janusa jyayanabhüdraghavo 

ramah so'pyatha kausikena munina raksobhayadyacitah/ 

rajanam sa yasodhano narapatih pradatsutam duhkhita 

stasmai so’ pi tamanvagadanugatah saumitrinoccairmuda// HN., 1.6 
237. deva! $riraghunatha! kim bahutaya, daso'smi te laksmano 

mervadinapi bhüdharanna ganaye, jirnah pinakah kiyan? 

tanmamadi$a pa$ya pa$ya ca balam bhrtyasya yatkautukam 


prauddhartum pratina-situm pracalitum netum nihantum ksamah// ibid., 1.12 
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Ayodhya.”*® When Rama starts for the forest, Laksmana follows him as the calf follows 
his mother.**’ In the forest Laksmana helps Rama and Sita in every step. But when Sita 
is kidnapped by Ravana he becomes very unhappy. From the 1* Act to the 14" Act 
Laksmana is seen with Rama. In the 14" Act, it is found that he had a very unpleasant 
duty to perform. ^^? To take an innocent lady to the wilderness under the pretext of an 
excursion to the Ganges and to leave her there in the desolate forest in a helpless 
condition as a prey to the wild beast and still wilder nature, is a task that would break 
the heart of any human being. The fact is that the unfortunate lady is no other than the 
wife of his elder brother, whom he has served loyally and dutifully throughout his life 
and for whose sake he has suffered untold hardships. True to his vow of obedience to 
his brother he performs the heartless task entrusted to him. 
SUMANTRA 

Sumantra, the charioteer of Rama is rather a minor character in the HN. In 
the Ramayana also, Sumantra is found driving the chariot to the bank of the river 
Ganges. When Da$aratha decides to accord the status of heir apparent to Rama, 


Sumantra announces this news to the subjects of Ayodhya.?*! 


He was ordered by 
Laksmana to control the reins of the chariot. In the Kundamala, Dinnaga, presents this 
scene nicely. Sita informs that her body is seized with a kremor owing to the fast dash 
of horses. She is unable to hold herself firmly. So, Laksmana ordered Sumantra : “let 


an effort be made to restrain the horses". Sumantra replies that effort is being made 


238. ramam dasaratham viddhi mam viddhi janakatmajam 

ayodhyamatavim biddhi gaccha putra! yathasukham// ibid., Ш.18 
239. gurorgira rajyamapasya türnam vanam jagama’tha raghupravirah/ 

nisangaprsthah saracapahastastam laksmano gamiva balavatsah// Ibid., III.9 


240. vane vimoktum janakasya kanyam $rotum ca tasyah paridevitani/ 

sukhena lankasamare hatam mamajivayanmarutirattavairah// HN, XIV. 91 
241. sumantrah - bahirnirgatya nagarikan prati 

sviyam jaramupagatamavalokya raja 

ramam ca rajyavahanaksamamakalayya/ 

rajyabhisekaparamotsavamasya karttum 

vyadistavan purajanah! kuruta pramodam// ibid., Ш.2 


242. sumantra! nanu turangamaniyamane kryatam yatnah/ KM., L.p.7 
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but the horses, fond of music, defy i 


He again says that these horses are greatly 
attracted by the strains of the swans, pouring lightly into their ears, gallop all the more 
swiftly, unheedful of the pull of the reins?" Sumantra uses Sanskrit language in his 
speech. Sumantra obeys all the duties according to his master. This character is present 
in the 1* part of the 3™ Act only. 

RAVANA 

Кауапа is the despotic king of Lanka. He is very proud and greedy and 
thinks himself as the most powerful one. Endowed with ten heads and twenty arms, he 
harasses and humiliates gods and goddesses. But the author Damodara Mi$ra has 
described him as the contesting bridegroom at the marriage ceremony of Sita, the 
daughter of king Janaka. For Sita only Ravana becomes the rival of Rama. His love and 
longing for Sita is more prominent than his heroic deed and ferocity. 

There is a common saying ‘pride goes before destruction’ and Ravana’s 
pride knows no bound. Ravana arrives at Mithila. Siva's bow and Sita are shown to 
Ravana by the royal priest Satananda. Satünanda says ‘this is the bow and this is Sita’, 
This is treated to be an underestimate to him. Ravana claims himself as superior one and 
says angrily. Janaka says that there is no doubt about Ravana’s courage because he has 
lifted the Kailaga mountain??? (the abode of Lord Siva). 

In the 3 Act of the HN, Ravana engages Marica as the golden deer, to 
deceive Sita. 

Кауапа has the power of remaining invincible. Through grace he becomes 
invincible unless his power of illusion is destroyed. Кауапа abducts 518749 from the 
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forest coming as a fapasvi.” During 514875 kidnapping when Jatayu tries to rescue Sita, 


243. kriyamanamapi yatnamativarttante gandharvapriya vajinah/ ibid., I., p.7 


244. ami patadbhih $ravanesvamandram vikrsyamanah kalahamsana — daih 
anasravah pragrahasamyamasya turangamasturnataram prayanti/ ibid., 1.4,p.7 


245. $ambhoravasamacalamutkseptum bhujakautuk1/ 
mahesvaram dhanuh krastumarhate da$akandharah// ibid., 1.16 


246.sa vyaharaddharmini! dehi bhiksamalanghayallaksmana laksmalekham/ 
jagraha tam panitale ksipantimakarayantim raghuraja putrau// ibid., IV.6 


247. banena divyena raghupravirastato mrgam vaksasi baddhalaksyah/ 
vivyadha yavattarasa tapasvi dasananastavadiha’jagama// ibid., IV.4 


TI 


Ravana hurts him.?* In the 6" Act Ravana seeing Hanuman with Sita, becomes very 
angry and attacks him with his weapon named Candrahása.?? But Hanuman was not 
hurt by that. In the last Act of the HN, Rama rescues her (Sita) fights with Ravana 
destroys his illusive power and kills him.” 

In the drama Ravana is presented as the loving suitor of Sita. He is deeply 
attracted by the beauty of Sita. He wonders at the amazing beauty of Sita. The 
brightness of the moon, the brightness of the gold; the melodious voice of cuckoo, even 


the beauty of peahen cannot match the beauty of Sita.^! 


In comparison with Sita's 
charming beauty all other objects are insignificant for this loving anti hero. 
DASARATHA 

The dramatist Sri Dàmodara Mira portrays the character of Dagaratha as a 
person free from blemishes and of a very decent disposition. The personality flashes up 
first in the midst of an atmosphere of enchanting splendour and majesty, with which the 
dramatist captivates the minds of others as he launches the story of the Ramayana. 
Dasaratha is briefly but vividly, introduced as an ideal king embodying all the ideals of 
a true Ksatriya. As a heroic and powerful successor of the Iksvakus and vanquisher of 
enemies, possessing immense royal riches, yet bent on sacrifice and dharma and the 


peer of a maharsi in self-restraint, wisely protecting and ruling his kingdom to the 


satisfaction of all and being loved by townsmen and countrymen, he is a radiant 


248. kruddhastato drdacapetasilatalena 

raksah pipesa gahane’ dbhutapaksirajam/ 

Isatsthitasurapatadbhuvi ramarama 

rameti mantramni$am nigadanmumuksuh// ibid., IV.12 
249. isatsajjanamaitriva nabhidyata kapestanuh/ 

nihata candrahasena ravanenatiramhasa// ibid., VI. 23 
250. paitamaham raghupatih samare’ tikopa 

dbanam mumoca hrdaye dasakandarasya/ 

bhittva $a tadhrdayasonitasonagatrah 

prananvivesa dharanitalamasya nitva// ibid., XIV. 42 


251.paitamaham raghupatih ..... nitva// ibid., XLV 42 
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personality whose greatness of character appeals to the hearts and minds of all the 
citizens of Ayodhya and transforms them into an ideal people. DaSaratha is portrayed as 
a character involved in the current of dramatic events starting from his deliberations on 
the consecration of his son and leading up to and ending with his death. 

Da$aratha's heart beats with fatherly love for his son. This paternal 
affection enhanced with elation fills him with the concern and resolution to transform 
his love into action by conferring that right and honour on his son which would be 
befitting to his great glory, that is, by consecrating him as heir-apparent. And with 
paternal concern for the welfare of his son in his heart, he anxiously persists in is 
immediate consecration as his anxiety, deeply engrained in him, that his own infatuation 
for Kaikeyr may willy-nilly lead to the frustration of his plan — so dear to his heart, 
unless he puts it immediately into action, violently erupts with his vision of inauspicious 
dreams suggesting death or change of mind.?? 

Such a paternal and loving Dasaratha, lulling himself in the lofty heights of 
joyful hope, is thrown into the gruesome depths of the darkest mental agony by 
Kaikeyi’s unprecedented, eye-opening declaration of her cruel, selfish desire to have his 
dear son, who has been part of his own self banished and Bharata's installed. He now 
realizes himself shaken from the slumber of infatuation that had so filled him with blind 
passion for Kaikeyt as to bring him irremediably under the clutches of her cunning acts 
and trap him with the fetters of his own promise. While his heart is beating with grief 
and agony” and struggling between angry rebukes against her vileness and beseeching 
entreaties to reverse her cruel design, Kaikeyi not only remains as hard as stone, but as 
if delighted in seeing his heart broken with grief, makes a sarcastic mock of his 
reputation of being truthful and pesters him with her repeated warnings to abide by his 


promise. 


252. Character portrays in the Ramayana of Valmiki, p.325 

253. ràmam jayagrajamiva vanam prasthitam viksya Sakto 
dhartum pranafichiva! Siva ! katham tanvihaya'thava'ham/ 
nirmuktah syam vacanamanrtam tatpunarna’nyatha me 


bhüyadbhuyastadanu vacanam һа! babhase tathe ti// ibid., Ш.4 
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At last when DaSaratha hears from Sumantra that Rama left his kingdom 


һ.2* The author portrays that after 


and went to the forest, he has taken his last breat 
death, Da$aratha has left for heavenly abode. He is a friend of Indra, the king of 
heaven. He often comes to earth with Indra to see and guide Rama in the critical 
moment of his life. He comes to Lanka at the time of Sita’s fire ordeal and the time of 
terrible battle between Rama and Ravana. Thus Dasaratha is presented in the drama as a 
loving and caring father. He is actually having no blemish in his character. With no 
malice in heart, he maintains high standard of truthfulness and goodwill to each and 
everyone who comes in contact with him. 
PARASURAMA 

Parasuràma is the son of sage Jamadagni and the disciple of Lord Siva. He 
is otherwise known as Jamadagnyarama. He is known as Parasurama, as because he 
bears the weapon ‘Parasu’ or axe. Enriched with abundant knowledge of Veda and all 
Sastras he is adorned with enormous knowledge and power. He exercises enough power 
to destroy the ‘Ksatriyas’ as a hero named ‘Kartavirya’ killed the father of Jamadagnya- 
rama and has beaten him twenty one times. In the 1“ Act named ‘Janakisvayamvara’, 
the character of Para$urama is presented. In the svayamvara of Sita, when Rama lifts 
and strings and even breaks the Haradhanu (the bow of Siva), then having heard the 
echoing sound of breaking of the bow, Paragurama, the disciple of Siva with a 
thundering roar appears in the svayamvara hall and enquires about the breaking of the 


256 


bow?? and promises to КШ the broker.” When Parasurama becomes angry, Rama says 


254. Srutva sumantravacanena sutaprayanam 

баравуа tasya ca vicintya vipakavelam/ 

“һа! raghave'ti sakrduccaritam nrpena 

nihsvasya dirghataramucchvasitam na bhüyabh// ibid., Ш.7 
255. para$urama - kenedam kupitakaladantapatrantaralamicchata dhanurbhagnam! 

ibid., Lp.13 

256.a$caryam kartaviryarjunabhujavipinacchedalilavidagdhah 

keyuragranthiratnotkarakasanaranatkaraghorah kutharah/ 

tejobhih ksatragotrapralayasamuditadvadasarkanukarah 

kim na praptah smrtim te smaradahanadhanurbhangaparyutsukasya// ibid., 1.38 
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that he is neither aware of his power nor of the weakness of the bow, but while lifting 
and stringing, it has broken. He requests Parasurama to excuse him for this work. But 
while Parasurama is not pacified at the request, Rama becomes ready to fight, ultimately 
Parasurama comes to be overpowered.” Paraśurāma is also known as Bhārgava. 

Arrogance and rude behavior are the special traits of his character. His 
intolerance to others is clearly visualized in the episode of 5й4-вуауаттуаға 258 
VIBHISANA 

Vibhisana’s ideals of life greatly differ from those of his brother Ravana. 
Dharma is the guiding principle of his life. Vibhisana is a true devotee of God and a 
man of action. He is the follower of dharma. In the HN, Vibhisana shows himself as a 
righteous and conscientious councilor, whose conscience is aroused when he sees that 
his brother Ravana has lost control of him in his anger and rashly decides to kill 
Hanuman against all laws of dharma and social custom. 

With Hanuman's feat of destroying his counsellors, asks them about their 
advice of what they think is proper for him to do in such a situation. Then all the 
counsellors urge him to engage in battle with Rama. But Vibhisana, reading the signs 
of the time in the turn of fate against Ravana, says that a fight against heroic and 
virtuous Rama and his Vanara army and a refusal to return Sita will be suicidal for 
Ravana and the whole Lanka. It is on this background that he, in the interest of whole 
Lanka and out of brotherly love, tries to pacify Ravana’s blind anger, which he sees has 


3 ү Я З 2 2.25 
taken command of him, and to restrain him from entering the dire consequences of it. ш 


257.татапаїуауагпапат — ramastadadaya dhanuh sahelam 

Бапат gune yojya yada cakarsa/ 

bhati sma saksatmakaradhvajah 

sva rgatim praciccheda ca bhargavasya// ibid., 1.50 
258. para$urama — (sabhyastiyam) 

yena svam vinihatya mataramapi ksattrastramadhvasavam 

svadabhijfiaparasvadhena vidadhe nihksatriya medini/ 

yadbanavranavartmana $ikharinah krauficasya hamsacchala 

dadyapyasthikanah patanti sa punah kruddho munirbhargavah // ibid., 1.43 


259. гуајаѕуа kopam kulakirtina$anam bhajasva dharmam kulakirtivardhanam/ 
prasida jivema sabandhava vayam pradiyatam dasarathaya maithil/ ibid., VII.10 
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Thus it is seen that Vibhisana again as a righteous, faithful and well-wising 
counsellor, yet in contrast to his earlier characteristics, his loyalty to Ravana is not a 
blind loyalty to his kindred, but a loyalty coupled with a deep responsibility and desire 
for their welfare. Ravana at last says that he never makes free Sita? Ravana's blind 
anger and passion, caused him to rebuke Vibhisana as a treacherous kinsman and give a 
kick to Vibhisana with his left leg.”°" 

His calmness, wisdom and resourcefulness of character are reflected when 
he says the army of Lanka to hand over Sita to Rama.” 
BHARATA 

Bharata, the son of Da$aratha and Kaikeyi is presented in the HN by the 
author very nicely.” Bharata, younger brother of Rama, having heard of Rama’s 
banishment becomes very nervous. When he asks his mother about his father and about 
Rama, Kaikeyi says that due to separation from his dear son Rama, DaSaratha died. At 
this terrible news, Bharata becomes tormented with grief, and says that by having 
caused the king’s death and having sent Rama to exile, she had concurred grief above 
grief on him, and like the night of death she has come for the destruction of the race, 
and says that because of his mother Kaikeyi, KauSalya and Sumitra live overwhelmed 
with grief for their sons. Bharata asks his mother how she could encourage the king 


DaSaratha to banish Rama without feeling pity. He says that he can’t bear the 


60. janami sitam janakaprasutam janami ramam madhustidanam ca / 

vadham ca janami nijam dasasyastatha’pi sitam na samarpayami// ibid., УП.11 
261.iti vàmacaranena vibhisanam tadayamasa ibid., VILp.103 
262. suvarnapunkhah subhatah sutiksna vajropama vayusamana vegah/ 

yavanna grnanti siramsi banah pradiyatam dasarathaya sita// ibid., УП.8 
263. matastatah kva yatah surapatibhavanam, ha kutah putrasokat, 

ko'sau putra$caturna? tvamavarajataya yasya, jatah kimasya? 

prapto’sau kananantam, Кїтїї nrpagira, kim tatha'sau babhase? 


madvagbaddhah phalam te kimiha tava dharadhisata, ha! hato'smi// ibid., 1.8 
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separation from Ràma. ^ 


Thus the author depicts Bharata's heart-rending grief for his 
father and brother. After his father’s cremation, Vasistha consoles and exhorts him to 
put an- end to his sorrow and carry on his further duties. 

SITA 

Sita is the heroine of the Ramdyana as well as the Hanumanndataka and 
belongs to the noble companies of ladies like Savitri, Damayanti, Draupadi and others, 
who have been the Hindu ideals of womanly virtues and who have created womanhood 
to the height of divine perfection. Whenever one thinks of the glory of Aryan 
womanhood exhibited in the lives of these ladies, the sorrowful figure of Sita presents 
itself prominently before one’s mental eye and evokes one’s heartfelt sympathy and 
admiration. She is tolerant and bears all pains and sufferings following her husband in 
all conditions of life. Indeed the happiness of Rama and maintenance of his reputation 
are her guiding principles. 

According to dramaturgy, the heroine is of three types, viz. Svakiyd, 
Parakiya and 5ааһағапа stri. 26 Svakiyà nàyikà should be simple and well mannered. 
According to Dhanafijaya this type is also divided into three. They are mugdhd, madhya 
and pragalbha 26 

In the Hanumannataka, Sita belongs to the svakrya category. Sita figures 
in Valmiki's Ramayana as a ‘pathetic image’. 

Sita is fair to look at. Her matchless beauty deeply attracts Ravana. He fell 
in love with Sita; while he saw her in the house of Janaka for the first time, he 
exclaimed at her amazing beauty. This beautiful Sita with her beautiful eyes is created 
by the lord imbibing all the best material while making woman and has enlisted to 
Kamadeva, who dwells in heart and protects her. Her eyes are charming and attract 


one’s heart and soul. Further Ravana says, Sita’s beauty has no parallel in heaven, hell 


264. ha tata! matarahaha!jvalitanalo mam 
катат dahantvasanisailakrpanabanah/ 


manthantu tanvisahate bharatah salilam/ 


hà! ramacandrapadayorna punarviyogam// ibid., Ш.5 
265. svānyā sadharanastriti tadguna nayika tridha/ DR., П.15 
266. mugdha madhya pragalbheti sviya sitarjavadiyuk/ ibid. 
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and earth. Her only aim in life consists in sharing the destiny of her husband. 

During the emotional ordeals, Sita’s heart is pierced. At Ravana’s cruel 
abduction, pierced by frenzied pangs of agony fraught with tantalizing grief and fear, an 
agony expressing itself in her despair-ridden cries for Rama and Laksmana’s help^9, in 
her pitiful entreaties to the creatures of the forest to tell Rama of her abduction and in 
her heart-rending pathetic lamentations over her destiny, with all nature vibrating with 
her in sorrow and sympathy; an agony, however, blended with an outturst of wild fury 
and a sadistic desire to find an outlet for her disdain and scorn, which she then, amidst 
gravest emotional despair and fear, relentlessly heaps upon her self-imposed courtier 
with provocative, sarcastic and abusing words, carried by a heroic spirit of firmness, 
strong-mindedness, courage of heart and a staunch pride in her wifely devotion. 

Sita is loyal to her husband and an ideal wife. Her chastity is tested through 
fire ordeal. After defeat and killing of Ravana, Rama won Sita. But the moment could 
not be a happy one, as Sita had to undergo worst test of her life. Rama refused to accept 
Sita оп the plea that she was carried by Ravana on his lap and was beheld with sinful 
eyes. Sità expressed her spotless purity and persuades Rama not to misunderstand her. 
Rama responded reluctantly. Sita entered the burning flame fearlessly and in a dignified 
manner. Everybody was in deep grief and tension for such a test to be faced by Sita. 
Alaka held the view that the moon covered by darkness cannot darken the whiteness and 
brightness of it. Likewise, living in Lanka surrounded by the demon cannot spar purity 
and chastity. Again Sita was sent to the forest by Rama with Laksmana.°” Then 


Laksmana left her there in the forest and came back with a very sorrowful mind. 


267.sa vyaharaddharmini! dehi bhiksamalanghyallaksmanalaksmalekham/ 


jagraha tam panitale ksipantimakarayantim raghurajaputrou// HN., IV.6 


268. kalusyaheturvaidehya na raksasagrhasthitih/ 
dhvantabandi krta’ pindorna kala jatu nilati// BR., X.V.3 


269. vane vimoktum janakasya kanyam $rotum ca tasyah paridevitani/ 


sukhena lankasamare hatam mamajivayanmarutirattavairah// HN., XIV. 91 
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MANDODARI 

Mandodari, the queen-wife of Ravana, is a devoted wife of her husband. 
Sensual though she is, she distinguishes herself from the others by her critical attitude 
towards her husband's abduction of Sita in which she is prompted by her concern for 
the welfare of her husband. Her persuasion of Ravana to hand over Sita does not so 
much breathe the spirit of jealousy alone, though see feels offended by Ravana’s 
passion for Sita to the neglect of herself, who is “far superior to Sita in rank, beauty and 
kindness”.’”” But it was the spirit of an anxious concern for Ravana as her husband. 
However, she is flesh and blood of Ravana, for though in her piteous lamentation at the 
death of her husband she deplores his sinful act of abducting Sita, an embodiment of 
virtue and his relentless wrath, which did not allow him to listen to her well-wishing 
words, as the cause of his and the Raksasas’ destruction. She is convinced of the 


greatness of her husband. Mandodari is thus a devoted and passionate wife of Ravana 


anxiously concerned for his welfare, yet flesh and blood of his mentality.””! 


KAIKEYI 

Kaikeyt is the queen of Ayodhya and wife of king DaSaratha and mother of 
Bharata. Manthara, Kaikeyi’s maid-servant from her father’s house who since her birth 
had stayed together with her, ascended the palace and saw the whole all Ayodhya filled 
with a spirit of festivity. When king Da$aratha entered Kaikeyr's apartment to tell her 
the pleasant news and saw his youthful wife, who was more precious to him than his 
own life, lying on the ground, he was tormented with grief and asked her what had 
happened to her. Then she says that she wants to make Bharata the king of Ayodhya 


and asks him to send Rama to forest. Kaikey1 was very intelligent. Hearing the news of 


270. na kulena na rüpena na daksinyena maithili/ 

mayadhika và tulya và tvam tu mohanna budhyase// ibid., V.16 
271.mandodari (sakarunam) 

$okam lankesa! mà gahkuru ciramapunarbhavi gadopyudam/ 


devajfiam dehi yoddhum samaramavataramyasmi sukstriya yat// ibid., XIV. 
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Rama’s coronation she makes the plan.” Kaikeyr's such words hurt Daśaratha. And 
when Dasaratha at last succumbs, helplessly meaning that he is bound by the fetters of 
dharma, that his senses are paralysed and he expresses his wish to see once more his 
dear son, Kaikeyi herself directs Sumantra to fetch Rama. The charioteer first hesitates 
but afterwards sees the sad condition of Da$aratha. Da$aratha is unable to utter any 
word out of grief.” 

Kaikeyr's role in the entire Rama story is very significant. The negative 
traits of her character indirectly help in giving a new and brighter dimension to Rama's 
character both in the epic and the HN. 

KAUSALYA 

Kausalya is the queen of Ayodhya, wife of king DaSaratha and mother of 
Rama.. In the Ramayaza, at the outset Valmiki's characterization of Kausalya is not a 
complete exposition of her character, but rather the pathetic portrayal of her as a loving 
mother crushed by the pangs of her agony at the separation from her son. It is from the 
view point of a pathetic experience that all her reactions of grief are to be interpreted as 
they follow upon the traumatic news of Rama's banishment. It is a traumatic shock 
indeed, and the poet has highlighted this point very-well: Absorbed as she is in 
meditation and prayer to Visnu for the welfare of her dearly beloved son and filled with 
the supreme joy and pride of a loving queen-mother looking forward to the proud hour 


of her son's coronation and losing herself in happy visions of his future fame and glory, 


272.(i) kaikeyī — (atmagatam) praptah kila madvagbandhakalastarhi drutam 
rajanam bharatarajyam prarthayami; na khalu kalaksepah $reyase 
(rahasi upagamya, ргакаѕат) rajannamangaliriyam vadhüryato'sya 
agamanamatrena mahotpatah sambhavantiti/ ibid., Ш.р. 37 
(i1) tanutpatanaveksya ksitipamatha da$asyandanam krandayanti 
lokafiSokanalaughai Siva Siva tarasa bhasmasatkurvativa/ 
Каікеут vàcamüce nikhilanijakulangaramurtih sa sttah/ 
$antyai putrasya rajyam bhavatu vanamabhipresyatamesa ramah// ibid., Ш.3 
273.  da$aratha - sakarunam strivacanasvikaranam maranotsaham na 
natayanmahatim mürcchamasadya dharanitalamupagatah kathamapi 


cetanamupalabhya ibid., Ш, p.38 
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visions to which she gives delightful expression as Rama enters her chamber. It is such 
feelings that she encounters the most excruciating, unprecedented torments of agony of 
her life. She considers her life useless, all her religious vows and austerities 
meaningless, and finds no relief from the burden of grief, no mercy even on the part of 
death, Kausalya takes Rama's reminder that the highest duty of a son is to follow the 
words of his father with a silent gesture of approval, for in her further expressions of 
grief she does not make any further appeal to Rama to refrain from going into exile. 

Kausalya's counsel to Sita not to disregard her husband in his calamity as 
her farewell gift is not at all an expression of distrust, but the concern of a mother for 
the marital welfare of her son and daughter-in-law, a marital welfare that, owing to the 
nature of a life amidst extraordinary hardships, may be exposed to trails and difficulties. 
And at Sita's faithfulness and devotion to her husband, Kausalya sheds tears of grief 
and joy, joy at having such a virtuous daughter-in-law and being assured of the 
happiness of the couple's marital life even under austere circumstances, grief at the 
visualization of their separation.” 

Kausalya is presented in the HN as a typical Indian woman, for whom the 
attachment to the husband is of utmost priority. At the same time, her affection to her 
dear son stands as an ideal case of motherhood. That she did not insist much upon 
Rama’s refusal to stay in the capital, leads to impress that as a responsible queen, the 
maintenance of Rajadharma is also equally important. 

SUMITRA 

Sumitra is the queen of Da$aratha and mother of Laksmana and Satrughna. 
Sumitra says Laksmana to treat Rama as his father Da$aratha and Sita as his mother 
Sumitra and the forest as Ayodhya.^^ Here is a minor character in the НМ. However, 


her sense of duty as a wife and a mother comes to be reflected by her words. 


274. gurvajfiaparipalanaya ................... prasthita// ibid., Ш. 11 
275.ramam dasaratham viddhi mam viddhi janakatmajam/ 


ayodhyamatavim viddhi gaccha putra! yathasukham// ibid., Ш.9 
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VISVAMITRA 

Vi$vamitra is also presented in the Hanumanna taka.? Vi$vamitra is 
portrayed as a powerful and eminent brahmarsi of awe-inspiring lustre, a sage who has 
attained his status through the practice of extraordinary tapas; who is endowed with 
highest fame and virtues and possessed of the most powerful astras, but who yet is 
harassed by two Raksasas, who constantly spoil his sacrifice, and who unable to prevent 
them from doing so, turns to Da$aratha requesting him for the assistance of youthful 
Ràma, whose unexcelled prowess he knows and assures him, would destroy the 
Raksasas. As awe-inspiring as are his power and appearance, so is his anger when 
Da$aratha, impelled by fear, hesitates to comply with his request despite the sage's 
assurance of Rama’s power and victory.” 

As Vi$vamitra sets out with Rama and Laksmana on his way to his 
sacrifice, it is seen that he assumes the role of an affectionate guru of Rama, a guru who 
not only caters to youthful Rama's needs and curiosity, but also cares for the prospect of 
his future. He invests him with the two mantras namely Bala and АнЬаіа,2'% teaches him 
to perform the daily ceremonies and above all, satisfies Rama's curiosity by instructing 
him with sacred lore and stories about the hermitages and sacred places which they pass 
through or by explaining other curious experiences they meet on the way. He directs 
Rama to kill monstrous Taraka and when the later hesitates for scruples of conscience, 
he gives him an exhortation. 

Visvamitra is presented as a sage of higher order who commands respect 
from all. His being afflicted with the atrocities of the Raksasas, established Rama’s 


valour while in his early years. 


276. tesamisvaratagunaisca janusa jyayanabhüdraghavo 
ramah so’pyatha kausikena munina raksobhayadyacitah/ 


rajanam sa yasodhano narapatih pradatsutam duhkhitastasmai 


so'pi tamanvagadanugatah saumitrinoccairmuda ibid., 1.6 
277. tesamisvaratagunaisca ... saumitrinoccairmuda// ibid., 1.6 
278. sunstridamana ... maricamugrakrtim// ibid., 1.7 
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VALI AND SUGRIVA 

Уајт is the king of Kiskindha and Sugriva is his younger brother. Relation 
of the royal brothers with each other and with Rama, reveals the role of ideals of 
righteousness to a great extent. Knit together by love for each other for a long time, the 
relation between them is very cordial. But soon it becomes antagonistic, due to a minor 
misunderstanding. Both become enemy to each other. Both the characters are drawn in 
the drama in an interesting way.” 

The two brothers are rather two minor but important characters in the HN. 
ANGADA 

Angada is the son of Уап by his wife Tara. When the whole host of Rama 
went to Lanka, Angada was dispatched to Ravana as a messenger of peace to give him 
a chance of saving himself in time. But Ravana scornfully rejected his advice and met 
his doom. After Sugriva, Angada becomes king of Kiskindha. In common parlance a 
man is said to act the part of Angada when he endeavours to mediate between two 
contending parties, but without any success. ^^? Angada is also presented in the HN 281 in 
the modelof Ramayana. 
HANUMAN 

Hanuman is the son of Pavana and Afijana. So he is called Pavana-putra 
and Anjaneya. He is the friend of king Sugriva of Kiskindha, a monkey leader, a faithful 
devotee of Rama. He is a mighty hero.He is very intelligent. So he performs his heroic 
deed intelligently. Rama is his chosen spiritual ideal. So he dedicated his life for the 
service and welfare of Rama. He gained an exhaustible energy and performed wonderful 
things. Welfare of Rama and Sita became the vow throughout his life. Hanuman plays 


282 


rather the most important role in ће ZN ^ and hence is the title of the play. 


279. (a) tatra sugrivah devah! vajivratakhura ... mandanilah ibid., XIV.66 

(b) aka$avanyabhavadevamaho sa vali ...ranannivrttah// ibid.,XIV.75 
280. V.S. Apte’s The Students Sanskrit English Dictionary, p. 646 

te cuksubhuh kapicamüpatayah saramah/ 

saumitrirapyanaparadhinamahatam tam 

matva krtafyjaliputah purato babhüva// HN.,XIV.74 
282. hanuman- 

svabhavadeva tanvangi tvadviyogadvisesatah/ 

pratipatpathasilasya vidyeva tanutam gatah// ibid., VI.18 
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MALYAVAN 

Malyavan is the minister of Ravana.’ Malyavan the demon, blessed with 
Brahma, obtains longer life and lives in Lanka. He is well known for his shrewd 
political diplomacy.” 
VASISTHA 

Vasistha is the name of a celebrated sage. He was the family priest of the 
solar race of kings. He is said to be the seer of several Vedic hymns, particularly of the 
seventh Mandala of the Rgveda. He was the typical representative of true Brahmanic 
dignity and power and the efforts of Vi$vamitra to rise to his level of a brahmarsi. He 


plays asmall but significant role in the HN. iy 


4.10 SUPERNATURAL ELEMENTS 

Something which is not according to the course of nature, or above or 
beyond nature is called supernatural, i.e. miraculous. It denotes some matters which do 
not belong to the world. It is some unusual things, strange or phenomena which may 
have divine interference. 

In using the super natural elements, it is observed that an author depends 
on these elements in the necessity of the story. Sri Dàmodara Miśra also mentions some 


supernatural elements in his HN. 


283. Hanumannatakam. Patraparicaya,p. 32 


284. malyavan - (hasitva) vrdhabudhirhi prathamam pas’ уай 
caramam karyaduryugo’ vatarati yanmaya dhürjatidhanura- 
dhiksepanatah prabhrti maticaksusa drstameva yaduta 


dasakandharo’ nudhasyati sitaharanam/ DR., V. p.141 


285. tesami$varatagunai$ca janusa jyayanabhüdraghavo 
ramah so'pyatha kausikena munina raksobhayadyacitah/ 
rajanam sayasodhano narapatihpradatsutam duhkhita 


stasmai so’ pi tamanvagadanugatahsaumitrinoccairmuda// HN., 1.6 
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In the 5" Act, Rama addresses the tree and the creeper of the mountain 
asked about his wife Sita. Here the trees??? and the creepers are natural objects, but to 
talk with the trees or believing that the trees can speak is somewhat supernatural. In the 


257 Rama again asked Godavari about his wife Sita. Here also 


verse he godavari ... 
Godavari is a natural object, but to talk with a river believing it as a living being is 
somewhat supernatural. In the verse asmadgotre.. 88 the ocean said to Rama about the 
cause of its creation. Here the ocean is a natural object. So discussing with a natural 
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object is somewhat supernatural. In the verse hahakararm nisamya .. 
mention about the amstarasa and by this amrtrasa again Rama gets his life. This is 
also a supernatural element. In the 134 Act, Laksmana becomes senseless by some 
powerful energy. This description also contains some supernatural elements.” The 


? Here 


author also mentions some supernatural things in the verse patalatah kimu... 
Hanumat says to Rama that һе can bring ће ата from pdtdla, he can bring the moon 


from sky etc. Thus we find some descriptions of supernatural elements in the play. 


286.re vrksah parvatastha girigahanalata vayuna vijyamana 
ramo'ham vyakulatma dasarathatanayah sokasukrena dagdhah/ 
bimbosthi carunetri suvipulajaghana baddhanagendrakanci 
hà sita kena па mama hrdayagata Ко bhavankena drsta// ibid., V.10 


287.he godavari punyavaripuline sita na drsta tvaya 
sa hartum kamalani cagatvati yata vinodaya va 
ityevam pratipadapam pratinagam pratyapagam pratyagam 
pratyenam pratibarhinam tata itastam maithilim yacate// ibid., V.11 


288.asmadgotre bhavisyadda$sarathanrpatera$camedhesu sarpih 
sanpatottapalolajvaladanalakalavyakulam kürmarajam/ 
jfiatva rodahputam va nanu tava sagarah pragbhavo bhavivetta 
neta saptambudhinamapi savidhamavagvantarasmih sravantim// ibid., УП. 17 


289. hahakaram ni$amya tribhuvanaviditam ravaneh karma ghoram 
krodhagnerdhümaghatidalitaripukulam trasayanraksasendram/ 
paksaghatapracandapracalitapavanadhastasailendrapataih 
sanprapto vainateyah sravadamrtarasojivatamasa ramam/ ibid., XII.12 

290. pascattapagate vibhisanabale ksine plavangesvare 
müde jambavati plavangamagane'sambhüya bhiyahsthite/ 
saktipraudamahapraharavidhure mürcchagate laksmane 
ha rame vilapatyaho hanumata prauktam sthiraih sthiyatam// ibid., ХІП.5 

291. patalatah kimu sudharasamanayami 
nispidya candramamrtam kimutaharami/ 
uddandacandakiranam папи varayami 
kinasapasamanisam kimu cürnayami// ibid., XIII.16 


9] 


4.11 USE OF PRAKRTA 

One of the common characteristics of Sanskrit drama is the use of Pràkrta. 
As Рғакпа is a communicative language, so the Sanskrit dramatists used Prakrta along 
with Sanskrit, for giving a realistic touch to the works. 

In the Sahityadarpana of Vi$vanatha Kaviraja it is mentioned that the male 


292 


character of high caste should speak in Sanskrit. ^" Women who are of high class and 


educated, generally use the Sauraseni Prakrta. But when they sing some songs or use 


verses, they use only Mahdrastri Prākrta.”” 


The people who work in the inner 
apartment of a royal palace, use Magadhi and the merchants, servants princes speak in 
Ardha- тағаат. The Vidüsaka uses Pracya, the soldiers, citizens who are engaged in 
gambling use Vaidarbhi, Sakas and other speak in Savari, people of Northern India say 
in Vahliki and of Southern India use the Dravid, the cowherds speak Abhiri and the 
Chandalas use Chandalz. 294 The workmen who work in the wood and leaves or charcoal 
makers use the Abhiri and Savari. The Piśācas and female attendants use the Paisáci. 2° 

In the HN, the author Sri Dàmodara Misra does not follow these rules in 
toto. He applies the rule in the case of the male characters only. But in respect of all 


other characters, he uses only Sanskrit instead of Prakrta of various classes. 


292. purusanamanicanam sanskrtam syatkrtatmanam/ SD., VI. 158 


293. sauraseni prayoktavya tadrsinam ca yositam/ 


asameva tu gathasu maharastrim prayojayet// ibid., VI.159 


294. atrokta magadhi bhasa rajantahpuracarinam/ 
cetanam rajaputranam $resthanam cardhamagadhi// 
pracyam vidüsakadinam, dhürtanam syadavantija/ 


"EE T 


bahlikabhasodicyanam dravidi dravidadisu// 


abhiresu tathabhirt candali pukkasadisu/ ibid., VI. 160-163 


295. abhiri sabari capi kasthapatropajivisu// 


tathaivangarakaradau paisaci syatpisacavak/ ibid., 163, 164 
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In the HN, the female characters like Sita”, Sumitra”, Kaikey1^^, 


Mandodari^? etc. do not use Sauraseni, they speak Sanskrit only. So it is found that in 

respect of use of language, the dramatist is not abiding by the prescriptions of 

dramaturgy. 

4.12. EXAMINATION OF VARIOUS ELEMENTS OF DRAMATURGY IN THE 
PLAY. 

While discussing the dramatic elements of the HN, it is to be mentioned 
that unlike most of the Sanskrit plays, this dramatic work has a different set up. Hence, 
many an elements present in an ideal Sanskrit drama, are wanting in the HN. However, 
some dramatic ingrediants have been incorporated in different form with 
unconventional name. 

NANDI 

Nandi is a technical term applied to the opening verse of Sanskrit plays. It 

is the verse which expresses the sense of benediction. Hence it may be called a 


‘benedictory verse’. The word ‘Nandi’ is derived from that root папа, meaning ‘to be 


296. sita prabuddha — 

sprhayati ca bibheti premato balabhava 

nmilati suratasange’ pyangamakuficayanti/ 

ahaha nahi nahiti vyajamapyalapanti 

smitamadhurakataksairbhavamaviskaroti// HN., II.20 
297.tatraiva sumitra laksmanam prati — 

ramam da$aratham viddhi mam viddhi janakatmajan/ 

ayodhyamatavim viddhi gaccha putra yathasukham/ ibid., Ш.18 
298. praptah kila madvagabandakalastarhi drutam rajanam bharataraj yam 

prarthayami na khalu kalaksepah (rahasi upagamya ргакаѕат) rajan! 

amangaliriyam vadhuryato’sya agamanamatrena mahotpatah 

sambhavantiti/ ibid., p. 46 
299.mandodari (sakarunam) - 


$okam lanke$a ma gah kuru ciramapunarma vigüdopagüdam/ 
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pleased’ or ‘satisfied’. The derivative sense of the term may be explained as : ‘anything 
by which (one) is pleased. Bharatamuni mentions that Ndndi is a verse which bears 
eulogy of the Gods (deva), Brahmana (dvija) and king containing benedictions or 
blessings etc”! Vigvanatha also accepts this definition and he adds that it is composed 
of eight segments or twelve of a sentence with the use of devotional words like samkha, 
сапаға etc." Nandi is recited by the Sütradhàra in his modulated tone.” Nandi is ап 
integral part of what is known in dramaturgy as Purvaratga." Nandi verse is 
suggestive of the theme. ? All these observations are accepted in the Natyapradipa 
(NP) also.°°° Nandi is of four types.These are - Gsih, patravali, namaskrtih and 


EX. cae 
mangaliki. 


300. nandati anaya iti nandih SKD., Vol. I, p. 860 


301. aSirvacanasamyukta nityang yasmatprayujyate 


devadvijanrpadinang tasmannanditi samfijita// NS., V. 24 
302. asirvacanasamyukta stutiryasmatprayujyate 
devadvijanrpadinang tasmannanditi samfijita/ 


mangalyasamkhacandrabjakokairava samsini 


padairyukta dvadasabhirastabhirba padairuta// SD., VI. 24, 25 
303 (a) sutradharapathennandi madhyamang svaramasritya ibid., VI 
(b) siitradhara pathettatra madhyamang svaramasritya NS., V. 104 
304. tatra pürvang purvarangah subhapuja tatah param SD., VI. 21 


305. ‘kavyarthasticaka пап sabdato’rthato vapi’ 


306. nandati kavyani kavindravargah kusilavah parisadasca santah 
tasmadalang sujjunasindhusamsi tasmadiyang sa kathateha 


nandi NP 


307. namaskrtirmangaliki asth patravali tatha 


nandi caturdha nirdista natakadisu dhimata AS-I, p.9 
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Sti Dàmodara Misra starts his Hanumannátaka with four Nandi verses. In 
all the four Nandi verses Rama is prayed. These benedictory verses clearly aim at 
eulogizing Lord Rama. In these verses it is said that Rama is adept in helping and 
fulfilling everyone's wishes. In the first Nandi it is said that Rama may give wealth to 
people.” In the second Nandi *” verse it is said that Rama helps the people from the 
Raksasas. In the third Ndndi verse?" it is said that Rama fulfills everyone’s wishes and 
in the last Nandi verse*'' it is said that the author prays Lord Rama every day. 

In Kalidasa's Abhijfíanasakuntalam there exists only one Nandi verse 
which is expressive of the main events of the play. However, in many plays viz. those of 
Sriharsa, Sudraka etc., there are found more than one Nandi. It is to be stated that in all 
the four Nandi verses in the HN, the dramatist makes the readers/ audience aware of the 
superiority of Lord Rama’s personality in all aspects, thereby suggesting an indication 
of the final events of the play. However, it is to be mentioned that the dramatist has not 


used the word nandi. Instead, departing from the customs of a conventional 


308. kalyananam nidhanam kalimalamathanam pavanam pavananam 

patheyarmh yanmumuksoah sapadi parapadapraptaye prasthitasya/ 

visramasthanamekam kavivaravacasam jivanam sajjananam 

vijam dharmadrumasya prabhavatu bhavatam bhutaye ramanama// HN., I.1 
309. patu $ristanapatrabhangamakarimudrankitorahsthalo 

devah sarvajagatpatirmadhuvadhüvakrabjacandrodayah/ 

kridakrodatanornavenduvisade danstrankure yasya 

bhürbhatisma pralayabdhipalvalatalotkhataikamustakrtih// ibid., I. 2 
310. yam $aivah samupasate Siva iti brahmeti vedantino 

bauddha buddha iti pramanapatavah karteti naiyayikah/ 

arhannityatha jainasasanaratah karmeti mimamsakah 


so' yam vo vidadhatu vafichitaphalarh trailokyanatho harih// ibid., 1.3 
311.tarh ramam ravanarimdasarathatanayam laksmanagrajyam gunadhyam 

руат prajyam pratapavalayitajaladhim sarvasaubhagyasiddhim/ 

vidyanandaikakandam kalimalapataladhvamsinam saumyadevam 


sarvatmanam namami tribhuvana$aranam pratyaham niskalankam// ibid., I. 4 
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Sanskrit playwright, he begins the play with these four verses termed as 


Mangalacarana. 


PRASTAVANA 

Prastàvanà is a dramatic component which is set at prior to the main story 
of a Sanskrit play. Hence Prastdvand is named as Amukha also. In the NS, Bharatamuni 
mentions that Sūtradhāra and Nati begin the drama through their own works, their own 
speech and by some witty statements and activities." ^ Visvanatha Kaviraja also accepts 
this. According to him Nati, Vidüsaka, Sutradhara and his followers (pariparsvika) also 
can be present in the Prastávaná 313 

Prastávaná is divided into five types, viz., udghatyaka, kathodghata, 


prayogátisaya, pravartaka and avalagita. This classification is done by both 


314 5 


Visvanatha?'^ and Bharatamuni."! 


312. citrairvakyaih svakarydthairvirthyangairnyathapi va 

amukhang tattu vijfieyang budhaih prastavanapi sa NS., XX.31 
313. nati vidüsako уар pariparsvika eva va 

sütradharena sahitah samlapam yatra kurvate/ 

citrairvakyaih svakaryotthah prastutaksepibhirmithah 

amukham tattu vijfieyam патра prastavanapi sa// SD., УІ. 31, 32 
314. uddhatyakah kathoddhatah prayogatisayastatha / 

pravartakavalagite pafica prastavanabhidah // SD., VI. 33 
315.uddhatyakah kathoddhatah prayogatisayastatha / 


pravartakavalagite paficaganyamukhasya tu // NS., XX. 33 
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But there is found no Prastavand in the Hanumanndataka of Sri Damodara 
Misra. However, with three verses?! termed collectively as “иракғата”, the dramatist 
has informed the background of the dramatic theme and indicates the entry of the 
characters. 
Arthaprakrti 

According to Visvanatha, there are five Arthaprakrti in dramas viz., Bija, 
Vindu, Patākā, prakari and Кағуа 2!” Dhanafijaya opines that Arthaprakrtis are of five 

318 


types. ° These five Arthaprakrtis are accepted as the causes of main dramatic actions in 


ND. Visvanatha Kaviraja also supported this. 


316. (a) asidudbhatabhüpatipratibhatapronmathivikrantiko 
bhüpah panktiratho vibhavasukulaprakhyataketurbali/ 
urvibarbarbhuribharaharane bhirisravah putratam 
yasyara svamatho vidhaya mahitah pürna$caturdhà vibhuh// HN.,I.5 
(b) tesami$varatagunaih$ca janusa jyayanabhüdraghavo 
ramah so'pyatha kausikena munina raksobhayadyacitah/ 
rajanam sayasodhano narapatih pradatsutam duhkhita- 
stasmai so’ pi tamanvagadanugatah saumitrinoccairmuda// ibid., 1.6 
(c) sundastridamanapramodamuditadasthaya vidyodayam 
ramah satyavatisutadatha gatastasyasramam Шауа/ 
klrpte kausikanandanena ca makhe tatragatan raksasan 
hatva’ mtmucadasu bhavividasau maricamugrakrtim// ibid., 1.7 
317. bijabinduh pataka ca prakari karyameva са/ 
arthaprakrtayah райса jfiatva yojya yathavidhih/ SD., VI. 64.65 
318. bijabindupatakhyaprakarikarya laksana/ 
arthaprakrtayah райса ta etah parikirtitah// DR., 1.18 
319. bijam pataka prakari bindu karya yatha ruci/ 
phalasya hetavah райса cetanacetanatmakah// ND., 1.28 


320. arthaprakrtayah prayojanasidhihetavah// SD., VI. p.398 
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BIJA 

The first arthaprakrti is Bija. According to Vi$vanatha the main cause of 
the main dramatic end is called the Bzja. The Bija is hinted in a very brief manner in the 
first part of the drama and comes to be developed subsequently"?! Dhanafijaya said that 
in the beginning of the drama, the cause of the main utility is indicated very briefly and 
it goes increasing, and it is named as Вга???” Bharatamuni also discussed about the Bija 
in the same way. According to Ramacandra and Gunacandra, Bija is the main cause 


324 In the Hanumanná taka, Sri Dàmodara 


of utility used in the beginning of the drama. 
Mi$ra uses appliesthe first arthaprakrti in the speech of Ravana-Purohita. In the 1“ 
Act, Ravana-Purohita said to Janaka to get Sita married with the powerful Ravana 


otherwise it would cause trouble in the future. 


This is actually the point from which 
the main event of the drama starts. 
Vindu 

Vindu is a special cause of utility used as the cause of union. Bharatamuni 
opines that the cause, which helps to unite the differentiated components of the story is 


called Vindu. Vi&vanàtha Kaviraja accepts this view of Bharatamuni./ Dhanafijaya 
J p jay 


321.alpamatram samuddistam bahudha yadvisarpati / 


phalasya prathamo heturvijam tadabhidhtyate // SD., VI. 65, 66 


322. svalpoddistastu tadheturbijam vistaryanekadha/ DR., I. 17 


323.svalpamatram samudrstam bahudhā yadvisarpati 
phalavasanam yaccaiva bijam tatparikirtitarn/ NS., Vol. XIX. 22 


324. stokoddistah phalaprantah heturbijam prarohanat/ ND., I., p. 37 
325. datavyeyamavasyameva duhita kasmaicidenamasau 

dohkridamasaktkrtatribhuvano lankapatiryacate/ 

tatkim müdavadiksase папи kathagosthisu nah śāsate 

tadvrttani parorajamsi munayah pracya maricyadayah // HN., 1.12 
326. prayojananang vicchede yadviccedakaranam 

yabatsmaptirbandhasya sa binduh parikirtitah/ NS., XIX.23 
3277. abantarartha vicchede binduracche dakaranam/ SD., VI. 66 
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discusses that the cause which unites for the breaking of the story is termed Vindu.’ 


The ND also discusses about Vindu.? 

Arthaprakrti is presented skillfully in the HN.. Here he mentions about 
Hanuman, who is the main cause of reunion of the hero and the heroine, 9 
Karya 

Bharatamuni mentions that whenever the purpose of the theme leads to 
completion perfectly, it is called Karya. 31 Vigvanatha says that the main aim from 
which the drama begins and finally ends with the scene of union is named as Кагуа??? 
Mainly, this type of arthaprkrti helps the hero in the bija, as mentioned in the ND? 

According to Dhanaíijaya, Кағуа is divided into five categories viz. 
arambha, prayatna, pratydsd, niyatapti and рһаїйгата?* 

In the Напитаппа{аКа, it is found in the 15 Act, Rama gets married to Sita 
and in the 3 Act, they become separated and in the last Act they come to be united. 


The fifth arthaprkrti comes to be in application by the dramatist, in this way. 


328. vabsantararthavicchede binduracchedakaranam/ DR., 1.17 
329. hetoSchede’ nusandhanam bahudha binduraphalat/ ND., 1.32 
330. kiskinddhadrau raudrarudravataram 
drstvà ramo mārūti vacamüce/ 
sità nità kanacitkvapi drsta 
drstah kastam samharanpraha virah// HN., У. 33 
331.yadaadhikarikam vastu samyak pragnaih prayojyate/ 
yadartha yah samarambhastat karyam parikirtitam// NS., III. XIX.26 
332. apeksetang tu yatsadhyamarabho yannibandhanh 
samapanam tu yatsiddhayai tatkaryamiti sammatam/ SD., VI.69.70 
333. sadhye bijasahakari, karyam karyaistu mukhyata/ МР. p.42 
334. avasthah pafica karyasya prarabdhasya phalarthibhih/ 


arambha yatnapraptyasaniyataptiphalagamah// DR.I.19 
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NATYOKTIH (DRAMATIC TECHNIQUE) 
Prakasa 

According to Visvanatha Kaviraja, the speech which is made audible to the 
whole of the spectators, as well as the characters present on the stage is called 
Praküsa." Dhanaíjaya also mentions the same view. This type of deliverance of 
dialogue is in abundance in the HN. 
Svagata 

According to Visvanatha, the speech which is supposed to be inaudible to 
the character present on the stage in a drama is named Svagata.**° In a drama, the words 
reflecting the thinking or emotion of an actor only, but not shared with others, are stated 
to be termed as Svagata. In the DR, Dhanaíijaya also maintains the same view as that of 
Visvanatha' s." 
Sri Dàmodara Mira resorts to this technique in many a times in the НМ.?% 
Akasabhasita 

According to Vi$vanatha, whenever an actor says, “what do you say?" and 
continues as if listening something, it is then called aküsabhàsita.? DR also mentions 
this in the same way. 

This dramatic device is applied by Sri Damodara Misra in the HN in many 


В > 0 
situations." 


335. sarvasravyam prakasam/ SD., VI. 138.; DR.1.64 
336. asravyam khalu yadvastu tadiha svagatam matam/ SD., VI.137 
337. syada$ravyam svagatam matam / DR.,I. 64 


338. atha nijakelimandirastho ravana —(svagatam) — 


krtakrtyepi ramatve vartamane mayi sthite/ 


nirudhyantyeva tah sarvah papamulah pravrttayah// HN., X. 23 
339. kim brabisiti yannatye уша patram prayujyate / 

$rutvevanuktamapyartham tatsyadakasabhasitam// SD.,I. 140 
340. akase- 


mandodari raghusarahataraksasendram 


cumbisyati tvamapi vetsyasi tatra ramam// HN.X.22 
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Bharatavakya 

Bharatavaàkya is an important part of Sanskrit drama. The term 
Bharatavakya is the combination of Bharata and Vakyam. Bharata is the renowned sage 
who, as the stories go, was the ‘manager of the gods’ drama and founder of the science 
of music and dramaturgy. His date must be of hoary antiquity, as he is often referred to 
as ‘muni’. His work is known as ‘Bharatandtyasastram. It is mainly a metrical 
composition divided into 38 chapters and deals with rules and precepts about everything 
regarding dramatic composition. Hence ‘Bharatavakyam’ is such an utterance as that 
sage would recite. Further the word Bharata is taken to mean ‘an actor’. In Sanskrit 
dramas, the verse or verses applied as a dialogue of the hero or anyone of the main 
characters, at the end of the play, is called Bharatavakya. This verse (or verses) is 
delighting to all the actors present on the stage and expresses prayer or blessings for the 
wellbeing of ай“! 

The НМ is lacking in this important dramatic element also, in its true spirit. 
However, the verse ramyam etc.presented as a speech of Laksmana, one of the main 
characters, may be regarded as the Bharatavakya of the play. In this verse, the 
supremacy of Ràma as the most venerable divinity has been asserted. Further, the 
gratification of desires of a devotee of Rama is declared. Hence this verse deserves the 


status of the Bharatavakya of the play, to an extent. 


341. гайгауа(аго sailuso nato bharato-bharotau iti 
vacaspatih natakabhinaya-samaptau natena 
samajikebhyah asirdiyate.prastavanantaram 


natavakyabhavat bharata-vakyamityuktih AS., p.261 


342. ramyam $riramacandrapravalabhujabrhattandavam kandasaunda 
vyaptam brahmandabhande ranasirasi mahanatakarh patavabdhim/ 
punyam bhaktyafijneyapraviracitamidam yah $rnoti prasanga/ 


nmukta’sau sarvapapadaribhatavijayi ramavatsangaresu// HN., ХТУ.94 
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4.13 DISCUSSION ON THE PROSE 

In Sanskrit dramas, it is seen that there exist both verses and prose 
portions. However is neither hard and fast rule nor any specific instruction from 
rhetorics, in respect of the quantity of prose portion and verse to be used in a drama. 
Still, it is observed that verses are used for expression of emotions whereas prose lines 
are narrative in nature in the dramas. 

The arrangement of words without metre is generally known as prose." ^ 
There are four ^ varieties of prose viz., Muktaka, Vrttagandhi, Utkalikapraya and 
Cürnaka. Sri Damodara.Misra shows his ability in composing all the four varieties of 
prose in the НМ. 
Muktaka 

The Muktaka type of prose means those prose lines which are free from 
compound. It is rather difficult to find out the Muktaka type of prose in the writings 
of an established author in Sanskrit. So only a few instances of this type of prose are 


46 
З ,and 


there in ће HN. As for example the passages tatah pratahkale ... prayacchami 
atha devardja ... niskrantah>’ can be referred to. 
Vrttagandhi 

The Vrttagandhi type of prose means those prose, where there is not found 
any metre, but there exists some sort of rhythm, causing thereby some flavor of 


metre.**8 According to AP too, among the three varieties of prose passages, it is known 


as Vrttagandhi*? In the HN, there are some portions, where this variety is found. 


343. (1) vrttagandhojjhitam gadyam / SD., VI. 330 
(ii) apadah padasantano gadyam/ KD., 1.23 
344. muktakam vrttagandhi ca bhavedutkalikaprayam 
curnakam ca caturvidham SD., VI. 330-331 
345. adyam samasa ... rahitam/ ibid., VI. 331 


346. tatah pratah ravano lohitaksam dütamahüya ... sita prayacchami/ 
HN., XIV, p. 218 


347. atha devaraja indrah гатауа ...lohitakso niskrantah/ ibid., XIV, p.219 
348. vrttabhagayutam param/ SD., VI. 331 
349. ctiranakotkalika vrttagandhibhedat trirüpakarn/ AP., p, 377 
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For example, daksinatastu daksinacala*° ... sanandamabhavaditi. 


Utkalikapraya 

The Utkalikāprāya type is said to be that prose line which comprises 
long compounded words of harsh souds. It is also accepted in the CM? In the writings 
of the classical prose writers, the Urkalikapráya type of prose is often met with. Sri 
Damodara.Misra also uses this type ofprose. As for example the passage evam 
daivayoga ... paksinipaksavrddhini? can be cited. 
Cürnaka 

The Cürnaka type of prose is composed with small compounded words of 


354 


soft syllables." This is also mentioned in the CM?” $n Damodara.Miéra also 


uses this type of prose in his HN. As for example, the passage /lankayam . 


56 can be cited here. 


гатӣватапайіпат? 

As the Hanumannataka (HN) is а nataka type of composition, so there is 
expected prose lines with long compounded words. Because, such long sentences may 
not have pleasing experience for the listener or spectator.. However, in the HN, the 
author uses long compounded words in the prose portions. As mentioned in the KD?" of 
Dandin, the long compounded words are constitute the very essence of prose and it is 
appreciable in a prose work. It may that the author of the НМ could not resist his 
temptation to establish his ability as a composer of prose. As a result, we find long 


compound words and lengthy sentences in the play. As for example the passages evam 


350. daksinatastu daksinacalapracalitamalayamalatimarucakala ... 


savismayam sanandamabhaditi/ HN., V.p. 79 
351. anyaddirgha samasadhyam/ SD., VI. 332 
352. bhavedutkalikaprayam samasadhyam drdhasararn/ CM., V1.4 


353. evam daivayogadgauragavayagajabhujangasarabhasardilako- 


labahulakolahala ... paksinipaksavrddhim. HN., У. р. 77 
354. turyaficalpa samasakam/ SD., VI. 332 
355. akathoraksaram svalpa samasam cürnakam viduh/ CM., VI. 3 
356. lankayam mahodaram prcchati ...ramagamanadinam. HN., XL, p. 178 
357. ojah samasabahülam gadyasya jivitam/ KD., 1.80 
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daivayogád |... paksinipaksavrddhim"", gaganacumbanana_ ... уйокуа and 


daksinatastu ... bhavaditi ? can becited here. plenty of such long compounded words, 
which indicate the expertise of a prose writer, may not be regarded as a merit in the case 
of a dramatic composition. Sri Damodara.Misra’ sproceness to such type of prose may 


be assessed in this way. 


358. evam daivayogad ... paksinipaksavrddhim/ HN., V.p. 77 
359. gaganacumbanabaddhalaksyavipula ... vamato vilokya/ ibid., p.78 
360. daksinatastu daksinacala ... bhavaditi/ ibid., p. 79 
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CHAPTER - V 


5.1] PHILOSOPHICAL ELEMENTS IN THE PLAY 

Тһе Hanumannàtaka of $i Dàmodara Misra is a mahdndtaka full of 
literary elements. However, some philosophical elements are also not wanting in it. The 
author Sri Damodara Misra uses some words which indicates his keen acquaintance 
with philosophical ideas. 

The word “тап”! (self) indicates that the HN of Sri Dàmodara provides 
some information regarding the orthodox system of Indian philosophy. In the HN, the 
word ‘dtman’ is used in 4" папа: verse to refer to Rama as the ‘dtman’ of all beings. 

The word “айтап” is of frequent use in almost all the philosophical texts 
including the Upanisads. The individual self is the thing which is known to all, and it is 
the nearest approach to the Absolute, though it itself is not the Absolute. In fact the 
individual self is a mixture of the real and the unreal, not of the existent and the non- 
existent, and a coupling of the true and the false. The real nature of this is pure 
consciousness, self-shining and self-proved and always the same. So it is called the 
ultimate witness or the saksin. 

The original meaning of the word “айтап” is life, breath and then gradually 
acquired the meanings of feelings, mind, soul and spirit. The true self has been the main 
topic of investigation in the Upanisads. Socrates of ancient Greece has also persistently 
advocated the supreme necessity of ‘Know Thyself" ?. The Gitd believes in rebirth until 
the ultimate state is reached. In the Kathopanisad, it is said that ‘Atman’ is the ultimate 


reality. 


1. цат ramam ravanarim dasarathatanyam laksmanagryamgunadhyam 
püjyam prajyam pratapavalayitajaladhim sarvasaubhagyasiddhim/ 
vidyanandaikanandam kalimalapataladvamsinam saumyadevam 
sarvatmanam namami tribhuvanasaranam pratyayaham niskalankam// HN., 1.4 


2. Sharma, C.D., A Critical Survey of Indian Philosophy, p.19 
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5.2 THE RELIGIOUS ELEMENTS IN THE PLAY 


Dharma: Its Concept 

The term ‘religion’ seems to be incomprehensive or limited in 
comparison with the sense conveyed by the term dharma. It is difficult to present a 
concrete definition of dharma. А study of the works on dharmasastra enables us to state 
that the word dharma is related to some deeds and duties, customs and conducts, habits 
and beliefs, ritual and sacrificial functions as well. In a broad sense, the work ‘dharma’ 
seems to be used. In the Rgveda, it is said that the regular word for law or custom is 
Dharma.’ We observe the employment of the word dharma in the different senses in the 
Smrtisastra also. The Manusmrti (MS) tries to define dharma along with its 
characteristics from different perspectives. According to MS, ácára^ (conduct of the 
virtuous people) is the basic principle and the Vedas are the main source of dharma.’ 
The Vedas, the smrtis, sadacara (good behaviour) and self-content are the four main 
qualities of dharma itself mentioned in the MS $ 

Dharma is formed by the root dhrya meaning ‘to be' or ‘to exist 
According to the Mahābhārata’ (MB) the fundamental principle of dharma seems to 
live to exist. The same thing is found in the Matsyapurana® (MP) also. Dharma is found 


to be stated to have so many meanings in the Amarakosa (AK). At first, it is used to 


mean punya (pure deeds), sreyas (virtue or righteousness), sukrtam (right actions) and 


3. Ancient India, p.135 

4. acarahparamo dharmah, MS. 1.108, 110 
5. vedo’khilodharmamtlam ibid., II.6 

6. 


vedah smrtih sadacarah svasya ca priyamātmanah 
etaccaturvidham prahuh saksaddharmasyalaksanam ibid.,1I.12 
7. dharmeti dharanedhaturmahatmye caiva pathyte 
dharanaccamahatvena dharma eva nirucyate/ 
MB..Karna LXIX.57-58; Santi.C IX.10-11 
8. dharmeti dharane dhaturmahatmye caiva pathyte 


dharanaccamahatvena dharma eva nirucyate/ MP. C XXXIV.17 
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vrsa (chief or the best of the class)? Secondly it stands for the rites of the vedas'?, 
thirdly it is used to mean the first of the four fold (or three fold) purusarthas viz.dharma, 
artha, kama and moksa'' and finally it is used to mean punya, yama (restrain or the 
good of death), nyaya (judgement), svabhdva (usual behavior), вотара (the gods and 
yudhisthira the son of yama and kuntī). According to Bhagavatpurana (BP,) satya 
(truth), дауа (kindness), tapas (penance), sauca (purity) etc. are the thirty qualities of 
dharma by which all human beings are pleased". As mentioned in the MS, the BP'^ also 
puts stress on the fact that the works recommended by the Vedas are known as dharma 
and those which are not, they are adharma. Preferring to the usual activities, the BP" 
moreover says that all the duties or the activities according to one's nature (ѕуарлауа) 


are dharma. The BP also suggests that, ahimsa, satya, etc. are the 


9. syaddharmamstriyam punyasreyasisukrtam vrsah AK. I. dhigvarga 
10. Srutih stri veda атпауаѕігаут dharmastu tadvidhih ibid 
11. trivargo dharma kamarthaiscaturvargah samoksakaih/ АК.П. brahmavargah 

12. dharmah punyayamanyayasvabhavacarasomapah ibid., Ш. nanarthavargah 


13. satyamdaya tapah Saucam titikseksa Samodamah/ 
ahimsa brahmacaryam ca tyagahsvadhyaya arjavam 
santosah samadrk seva gramyehoparamah Sanaih 
nrnam viparyayeheksa maunamatmavimarsanam 
annadyadehsamvibhago bhütebhya$ca yatharthah 
tesvatmadevatabuddhih sutaram nrsu pandava 
$ravanam kirtanam casya smarana mahatam gateh 
sevejyavanatirdasyam sakhyamatmasamarpanam 


nrnamayam parodharmah sarvesam samudahrtah 


trimSallaksanavan rajan sarvatma yena tusyati/ BP.VII. 11, 8-12 
14. vedapranihitodharmohyadharmastadviparyayah / ibid., VI. 1.40 
15. svabhavavihitodharmah ... ibid., VII. 15.14 
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qualities of dharma for all the varnas.!^ According to the Авпіригапа!' (AP) ahimsa 
(non-violence), sunrtavani (good speech), satyam (truth), saucam (purty), dayd 
(kindness), ksama (patience for giveness) are the common characteristics of dharma of a 
varni (a person of any one of the four varnas) and /ingi (a religious student). In the 
Sivapurána'" also аМтва is regarded as the best dharma. The MB” also refers that 
anrsamsa (kindness) as the root of dharma. After this discussion we have observed that 
all the qualities — viz. satya, дауа ahimsa etc. as stated in the MS,BP, MB. etc. found to 
be regarded as daivisampad (divine wealth or treasure of gods) in the Gita.” The 
Катауапа (ЕМ)! also considers satya as the god of this loka (world) and the base of 
dharma. From all these it may be said that dharma stands for some duties which are 
reflected in the behavior or conduct of every man. In other words, dharma is the set of 
some moral duties which are expected to be performed in life. According to Kālidāsa” 
Sarira (body) is the first to acquire dharma. 

Асага is the basic principle of dharma. There are two types of ācāras viz. 
sadacara and saucacara. Sadacara or sistacaára includes the rites or conducts related to 


айпа, satya, tapas etc. while the Saucacaára stands for the purificatory rites. 


16. ahimsa satyamasteyamakamakrodhalobhata 
bhütapriyahiteha са dharmo’ yam sarvavarnikah/ ibid., XI. 17-21 


17. ahimsa sunrta vani satyam $aucam дауа ksama 


varninam linginam caiva samanyodharmam ucyate AP. CCXXX. VIII. 10 
18. ahimsa paramo dharmah ... SP. V.5.18 
19. anr$amsyam paro dharmah MB. Vana CCXCVIL55 


20. abhayam sattvasam$uddhirjfianayogavyavasthitih 
danam damasca уа|йа5са svadhyayastapa arjavam 
ahimsa satyamakrodhastyagah santirapaisunam 
dayabhitesvaloluptvam mardavam hriracapalam 
tejah ksama dhrtih Saucamadroho natimanita 


bhavanti sampadam daivimabhijatasya bharata/ Gita. XVI. 1-3 
21. satyamevesvaroloke satyedharmah sadasritah 

satyamülani sarvani satyannasti parampadam/ RM.II. 109.13 
22. Sariramadyam khalu dharmasadhanam KS.V. 33 
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Dàna-Dharma 

Папа (cherity) is regarded as a component of dharma. The 
Kürmapuràna (Küp)? states that dàna is an act of bestowing to a noble person with full 
respect and satisfaction, without having any desire in return. According to Küp^ there 
are four varieties of dana viz. nitya, naimittika,kamya and vimalas. The dàna-dharma is 
regarded as the best of all according to Kip”, and there is no other dharma or 
worksimilar to it. In other works, the importance of dharma is also observed. In the 
Taittirtya Upanisad (т), an account of dàna is to be found which suggests to 
perform айпа with sincere respect. As mentioned in the JMatsyapurana 
(MP)'dàna is one of the best means of attaining the both lokas (world). 
In accordance with the faith and belief of the donor, mentioned in the Gita 


there are three kinds of dana viz. satvika??, гајаѕіка?? and támasika. "Ista?! and 


23. arthanamudite patre $raddhaya pratipadanam 

danamityabhinirdistam bhuktimuktiphalapradam 

yaddadati vi$stebhyah $raddhaya рагауа yutah 

tadvai vittamaham manye $esam kasyapi raksati/ Кйр.П.26. 2-3 
24. nityam naimittikam kamyam trividham danamucyate 

caturtham vimalam proktam sarvadanottamottamam / ibid.,11.26.4 
25. danadharmat paro dharmo bhütanam neha vidyate/ ibid., П. 26.56 
26. Sraddhaya deyam/ a$raddhayadeyam/ sriyadeyarn/ 

hryà deyam/ bhiya deyam / samvida deyam/ TU. 1.11.2 
27. sarvesamapyupayanam danam $resthatamam matam 

sudatteneha bhavati danenobhayalokajit/ MP.CCXXIV. 1 
28. datavyamiti yaddanam diyate’ nupakarine 

dese kale ca patreca taddanam satvikam smrtam. Gita.X VII.20 
29. yattu pratyupakarartham phalamuddisya va punah 

diyate ca pariklistam taddanam rajasam smrtarn/ ibid., XVIL21 
30. ade$akale yaddanamapatrebhya$ca diyate 

asatkrtamavajfiatam tat tamasamudahrtam/ ibid., XVIL22 
31. agnihotram tapah satyam vedanaficanupalanam 


atithyam vai$yadevaficaprahuristafica nakadam. AP.CCIX.3 
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рӣта?? аге the two varieties of дапа mentioned in the AP. In AP, there is found 
discussions on dasadana**, sodagadana*", апа dasa dhenu. An appreciation of dana is 
also found in the Mahabharata (MB.). According to МВ one can achieve yasa (fame) 
by means of dana. It deals with the legend of Karna who ran after (Kirti) fame, at the 


37 


cost of his life; The Sanskrit writers like Bhartrhari, Kalidasa and others also praise 


the act of dana. According to Bharthari? hands аге adorned by dàna and not by 


32. vapikupatadagani devatayatananica 

annapradanamaramah pürta dharmaficamuktidam/ ibid., CCIX.2 
33. kanakasvatilanaga dasirathamahigrhah 

kanya ca kapiladhenurmahadanani vaidasa/ ibid., CCIX. 23-24 
34. sarvadanani vaksyami mahadanani sodasa 

tulapurusa adyantu hiranyagarbhadanakam 

brahmandam kalpavrksa$ca gosahasrafica paficamam 

hiranyakamadhenusca hiranyasvasca saptamam 

hiranyasvarathastadvaddhemahastirathastatha 

paficalangalakam tadvaddharadanam tathaiva ca 

visvacakram kalpalata saptasagarakam param 

ratnadhenurmahabhitaghatah $ubhadinerpayet/ ibid.,CCX. 1-4 
35. daSadhenuh pravaksyami уа datva bhüktimuktibhak 

prathama gudadhenuh syad ghrtadhenustathapara 

tiladhenustrtryaca caturthi jaladhenuka 

kstradhenurmadhulhenuh sarkaradadhidhenuke 

resadhenusvarüpena dasami vidhruceyate ibid.,CCX. 10-12 
36. danamekapadam yasah/ MB vana., CCXC VII.49 
37. (a) prapsyami paramam loke ya$ah svarbhanustidana 

jivitenapime raksya kirtistadviddhi me vratarn ibid.,vana., CCLXXX IV.38 
(b) so" ham Ѕапгаје datva kirtim prapsyami $a$vatin 
datvaca vidbivaddanam brahmanebhyo yathāvidhi/ ibid.,vana., CCLXXX IV.35 


38. danena panirnatu kankanena/ Niti. 72 
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bracelets. Similarly the Campübharata (CB)? refers to say that a golden ring is a load 
to a finger if it is devoid of dana. Likewise, the Hanumannataka (HN) provides us a lot 
of information regarding айта ^ 
It is needless to state that ‘dharma’ in the sense of ’religion’, indicates at 

many rites and rituals, with so many modifications and changes. However, dana 
remains an important part of almost all the religious activities. It is no doubt an 
indication of the fact that human beings, even at the availability of all material needs 
and comforts, should cultivate the mental setup of selflessness. Moreover, dana 15 an 
indicator that there should be generated the sense of sharing. Sharing and help to others 
constitute what is called human virtue. The religious practice called dana should be 
interpreted in this aspect. 

There are found some information regarding the religious practices in the 
Hanumannataka of Sri Dàmodara Misra. 

The drama starts with four nandi verses eulogizing to Lord Rama. In all 
the four nandis there is found that the author praises Rama and prays Rama to protect 


everyone.! Rama, the son of Da$aratha had already reached the status of being 


39. kanakormika tu paramanguli bharah/ CB. V. 87 
40. utpatirjamadagnitah bhagavandevah pinaki guru 

virjam yattu na yadgiramanupatham vyaktam hi tatkarmabhih/ 

tyagah saptasamudramudritamahinirvyajadanavadhih 

styabrahmataponidhe bhagavatah kim kim na lokottaram// HN. 1.53 
41. (a) kalyananam nidhanam kalimalamathanam pavanam pabananam 

раћеуат yanmumuksoh sapadi parapadapraptaye prasthitasya/ 

visramasthanamekam kavivaravacasam jivanam sajjananam/ 

bijam dharmadrumasya prabhavatu bhavatam bhütaye ramanama// ibid.,1.1 

(b) patu Sristanapattrabhan gamakartmudrankitorahsthalo/ 

devah sarvajagatpatir-madhuvadhüvaktrabjacandrodayah/ 

kridakrodatanornavenduvisade damstrankure yasya bhi 

bhatisma pralayabdhipalvalatalotkhataikamustakrtih// ibid., 1.2 

(с) yam Saivah samupasate Siva iti brahmeti vedantino 

bauddha buddha iti pramanapatavah karteti naiyayikah/ 

aharnnityatha jainasasanaratah karmeti mimamsakah 

so' yam vo vidadhatu vafichitaphalarh trailokyanatho harih// ibid.,1.3 

(d) ta ramam ravanarim da$arathatanayam laksmanagrajyam gunadhyam 

püjyam prajyam pratapavalayitajaladhim sarvasaubhagyasiddhim/ 

vidyanandaikakandam kalimalapataladvamsinam saumyadevam 

sarvatmanam namami tribhuvanasaranam pratyaham niskalankam// ibid., 1.4 
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worshipped as he is said to be an incarnation of Lord Visnu. 

In the 1* Act of the HN, Rama says that he is a Ksatriya and he never takes 
weapons upon the Brahmanas.” It is indicative of the fact that Rama was concerned 
about discharging his rajadharma. 

There is also mention about the marriage ceremony of Rama and Sita. 
This denotes the practice of this religio-social duty in accordance with the tenets of the 
scriptures. 

In the 274 Act, there is found the description of artha, dharma, Ката and 
moksa.“ 

In the 2™ Act of the HN, there is mention about the temple. Rama and Sita 
went to the temple. It denotes the fact that visiting a temple is a part of religious 
activities of a householder." In the 3™ verse of the 6" Act Jambavan says to Rama to 


worship Rudra. Hanumat is the incarnation of Rudradeva. Then Rama begins to worship 


42. jatah soharn dinakarakule ksatriyah $rotriyebhyo 

vi$vamitradapi bhagavato drstidivyastraparah/ 

asminvamse kathayatu jano duryaso va ya$o va 

vipre Sastragrahanagurunah sahasikyad bibhemi// HN., 1.41 
43. vaivahikam kusikanandanajamdagnyam 

valmikigautamavasisthapurohitadyaih/ 

ramo vidhim saha samapya salaksmanastai- 

ranandayafijanakajam svapuram jagama// ibid.,1.58 
44. mandam mandam janakatanaya tam caturdha vidhaya 

svairam jahve tadadharamadhu premato militaks1/ 

mene tasyastadanu kavalandharmakamarthamoksan 

ramah катат madhuramadharam brahma pitvapi tasyah// ibid., П.14 
45. astam jate mukulanalinibandhave sindhuputre 

pracibhage pramadamudite pakvanaringapinge/ 

ramam kamam gurujanagira mandiram sundaram svam 


rambhorustam janakatanaya nandayanti jagama// ibid., II.2 
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Rudradeva. This is also an information of religious element.^ As mentioned in the 8" 
Act of the HN, it is known that at that time the ecital of Vedas, stotras and stutikatha 
were the parts of their usual religious life." Santipüjá is also mentioned in the 13" 
Act. 

In the drama, Rama is represented as the incarnation of Lord Visnu. After 
the 4" benedictory verse it is indicated.” 

That prayers and worship to many gods and goddesses, visiting the temple, 
practicing some rites and rituals are some basic features of Hindu way of life, can be 
had of from this drama also. 

5.3 HABIT AND CUSTOM 

The НМ provides an idea of the habits and customs of the people of the age 

of Sri Damodara Misra. The elder and learned persons were honoured by the younger in 


that time. This respect for elders is a part and parcel of the custom or duty for everyone. 


46. kürmo mülavadalavalavadapam natho latavaddiso 

meghah pallavavatprasünaphalavannaksatrasüryendavah 

svaminvyomatarurmama kramatale $rutveti gam maruteh 

sitanvesanamadisandisatu vo ramah saharsah $riyam// ibid., V1.3 
47. brahmannadhyayanasya naisa samayastüsni bahih sthryatam 

svalpam jalpa brhaspate jadamate naisa sabha vajrinah/ 

stotram samhara narada stutikathalapairalam tumburo 

sitarallakabhallabhagnahrdayah svastho na lankesvarah// ibid., VIIL.A5 
48. provaca kosalasutapuratodbhutam sa 

svapnam ca sa munivasisthapurohitasya/ 

parsve niyojya sa$aram dhanuradadhanam 

$antim cakara bharatam munirajyahomaih// ibid., XIII. 22 
49. asidudbhatabhüpatipratibhatapronmathivikrantiko 

bhüpah panktiratho vibhavasukulaprakhyataketurbali/ 

urvibarbarabhüribharaharane bhirisravah putratam 


уаѕуага svamatho vidhaya mahitah pürna$caturdha vibhuh// ibid., 1.5 
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In the 34 Act of the HN, when Вата was ready to go to the forest, Sita went to her 
mother in-law Kausalya and Sumitra and offered her respect towards them and towards 
the Raghu dynasty." 

In the 3" Act, it is found that Вата was ready to go to the forest to carry 
out his father's order.” To carry out the order of the elders is considered a duty. At that 
time the songs of gandharva and women are also heard.” This is also mentioned in 
the HN. Hearing the Vedavani is also mentioned in the HN.» Sraddhakarma 
is a ritual mentioned in the HN. When king Dasaratha died, Bharata performed the 
Sraddhakarma.™* Another custom is mentioned in Act XIV of the HN, namely the 


*rajyübhiseka' 5 Abhiseka (connection) is a custom or ceremony wherein a son as 


50. gurvajfiaparipalanaya ca vanam samprasthitam raghavam 

drstvasau tvarita videhatanaya $va$rüjanam prcchati/ 

natva kosalakanyakanghriyugalam pascatsumitram puna 

rdrstva ha sukasarikapikakulam ramanuga prasthita// ibid., Ш.10 
5]. gurorgira rajyamapasya türnam vanam jagagomatha raghupravirah/ 

nisangaprsthah saracapahastastam laksmano gamiva balavatsah// ibid., Ш.9 
52. шагат tathapi na jahau yadi kumbhakarnah 

$rikanthalabdhavarakinnarakamininam/ 

gandharvapaksasurasiddhavaranganana makarnya 

gitamamrtam paramam binidrah// ibid., X1.15 
53. drstva mayajanakatanayakhandanam ramacandro 

gurvimurvitalamupagato dirghamasadya mürccham/ 

tatpadagre punaranujani$cetanam prapya ramam 

krtvotsange smarasi na giram vyaharanityarodit// ibid., XII. 15 
54. rame prapte vanantam kathamapi bharata$cetanam prapya tatam 

nitvà devendralokam munijanavacanadürdvadehakriyabhih/ 

bhratuh $okajjatavanajinavrtatanuh palayamasa nandigrame 

tisthannayodhyam raghupatipunaragamibhogaya virah// ibid., Ш. 11 
55. jagama ramah saha sitaya svam purrmayodhyam saha vanarendraih/ 


pratyagataistairbharatadibhi$ca raj yebhisikto munibhisciraya// ibid., XIV.70 
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installed as the Yuvaraja (heir apparent). Normally the eldest son is installed as the 
Yuvaraja. 
5.4 SOCIAL ORDER DEPICTED 

It is the nature of human being to live in society. Society is an assembly of 
individuals, united by certain relations or mode of behavior. Society is a system, formed 
on the basis of social aspect and its orderly and functional relationship. Every society 
gives importance to its customs, traditions, social norms and values and religious belief, 
which regulate the members of the society. The standard of social condition and dignity 
are also judged on the basis of social order. 

In the HN of Sri Damodara Misra, no doubt there is found the earliest 
picture of Indian culture and civilization. The НМ gives us a vivid portrait of a living 
human society and furnishes large enough with regard to its food and drink, habits, 
dress, ornaments and also its religion and philosophy.”° 
5.5 FAMILY ORDER DEPICTED 

The HN of Sri Damodara Misra provides certain information regarding the 
family life of the people of that day. It is called that the family is the foundation of the 
society. It is seen that in a family, the father is the head and it is his obligation to look 
after each and every one. In the HN”, it is seen that the words of the father are followed 
without any hesitation by Rama. Younger brother Laksmana also obeys the order of 
Вата? The HN of Sti Damodara Misra is related to the solar dynasty. Raghu, Sagara, 
Dilipa, and Dasaratha are the older member of this dynasty. All these ancestors are 
remembered and adored by Rama and his brothers. 

At that time, it is clearly observed that the husband was the most venerable 
one for women; paátivratya was the most essential and the highest quality for a woman 


in respect of attachment to the husband. In the HN, Sita is a pativrata lady. She went to 


56. The Ramayana : Its Impact on Life and Culture, p. 66 
57. gurvajfiaparipalanaya ca vanam samprasthitam raghava HN., Ш. 10 
58. gurvajfiaparipalanaya ca vanam samprasthitam raghavam 

drstvasau tvarita videhatanaya $va$rüjanam prcchati/ 

natva kosalakanyakanghriyugalam pa$catsumitram puna- 


rdrstva ha $ukasarikapikakulam ramanuga prasthita// ibid., Ш.10 
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the forest with her husband without any hesitation.” She thinks it as her duty to 
accompany her husband in sorrow. To obey the order of her husband, she went to the 
fire to prove her purity without uttering any word of protest.” 

At that time, the Indian people basically the male ones, married many 
times. The tradition of ‘Bahuvivaha’ (polygamy) was prevalent. The existence of this 
practice is also noticed in the HN. Rama’s father DaSaratha, the king of Ayodhya 
married three ladies, viz. Kausalya, Kaikeyi and Sumitra. Though polygamy was there 
in practice, there is no reference in the drama to polyandry. 

In the HN, it is seen that the younger one always obeys his duty which is 
given by the elder. In the 14" Act of the HN, obeying Rama’s order, Laksmana brings 
Sita and leaves her in a dark forest and himself cries with sorrow.°’ He personally got 
hurt in doing such work. 

Another custom namely ‘atithi satkara’ (hospitality to guests) also was 
considered as a part of their duty. Rama, Laksmana and Sita please the monkey-warriors 


Е 2 А 62 
(vanara-vira) by offering dresses and ornaments. 


59. (a) rama upasrtya-sasankam — he mahanto janah! 
yadyapi priya pativrata tathapi cirar - ibid., XIV, p. 240 
(b) janaki - (satvaram jvalatpavakamupagamya bho bhagavan agne) 
manasi vacasi kaye jagare ... karmaikasaksr. 
- iti jvalattivradahanantarale deham viksepa/ ibid., XIV, p. 240, 241 
60. tatra tyaktasito laksmanam vilapati — 
vane vimoktum janakasya kanyam 
Srotum ca tasyah paridevitani/ 
sukhena lankasamare hatam mama — 
jivayanmarutirattavairah// ibid., XIV. 91 
61. prasthapya tam vanaravirasenam tatkalayojyabharanapradanaih/ 
bhunakti rayyam nijabandhuvargaih samar sasitah sahalaksmanasca// 
HN, XIV.89 
62. V.S. Apte's The Students Sanskrit English Dictionary 
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5.6 DRESS AND DECORATION 


The style or fashion of dresses and decorations is an indicator of the 
standard of living of the people living in a particular society of a particular time. The 
primitive people had to live in cave, in the hollow of tree and had to wear the bark of 
tree, skin of animals. In these primitive time people had to depend on nature for food, 
shelter and dress. Discovery of agriculture indicating the dawn of human civilization 
tremendously changed the living condition, food habit and dress of people. It further 
bears the mark of a culture generated over the years in a society. The primitive age, the 
Vedic age and age of Катайуапа witnessed the change in the food habit, dress and 
decoration. In the Hanumanndtaka, such information about the dress habit and 
decoration of the people are available. However, in some contexts the dramatist 
mentions some dress items of the various kinds of clothes worn by the people. 

Uttariya is mentioned many times in the play. The word Uttariya stands 
for the upper garment put on from left to right on the shoulder. In the verse dyüte panah 
... uttariyam® of the Hanumannátaka this type of garment is mentioned. Uttariya is а 
kind of shawl. Sita used this shawl or stole in her first exile. It's colour is purely white. 
From this context it can be known that white coloured garments were preferred in a 
condition like that of an exile. This garment was worn by people irrespective of men 
and women as can be evidenced from other literary sources. 


Mekhalà^ is another important decorating item meant for the waist, found, 


63. душе panah pranayakelisu kanthapasah 
kridapari$ramaharam vyajanam ratante/ 
Sayya nisithasamaye janakatmajayah 


praptarn тайа vidhivasadidamuttariyam// HN, V.1 


64. cüdacumbitakankapatramabhitastünidvayam prsthato 
bhasmasnigdhapavitralanchitamura dhatte tvacam rauraviram/ 
maufijya mekhalaya niyantritamadhovasasca mafijisthakam 


pànou karmukasaksasütravalayam dando'parah paippalah// ibid., 1.29 


117 


mentioned in the Hanumanndtaka. According to Natyasastra (NS) Mekhalà is also 
used by women on their waist. In the Amarakosa the word Mekhala indicates а belt to 
keep the sword. It is observed in the writings of Kalidasa?^ that Mekhalā is an 
ornament worn on waist by women. 

Küfici? is an ornament for the waist mentioned in the HN. According to 
Amarkosa®, Кайсі is an ornament used by women on their waist. In the Nitisastra', it 
is found that Кайст is an ornament for the waist used by women and it should consist of 
single or one string. The use of this ornament is found in the writings of Kalidasa”! also. 


The phrase “Кезағаайта Кайст 272 which is found in the Kumarasambhava of Kalidasa, 


65. kafici mauktikajaladhya kulakam mekhalam tatha, 


NS., XXIIL36 

66. syanmekhata tannibandhanam AK., II. Ksatriyavarga 
67. (a) asamapya vilasa mekhala Rgh. VIIL64 

(b) amum sahasaprahiteksanani vyajardhasandarsitamekhalani Ibid., XIIL42 
68. re vrksah ! parvatastha girigahanlata vayuna vijyamana 

ramo'ham vyakulatma dasarathatanayah sokasukrena dagdhah / 

bimbosthi carunetri suvipulajaghana baddhanagendrakafici 

hà ! sità kena nità mama hrdayagata kena và kutra drsta // HN,. V. VN-10 
69. strikatyammekhala kāñcī- AK, II, Manusya Varga 


70. kafici mauktikajaladhya kulakam mekhalam tatha/ 
гаѕапа ca kalapasca bhavecchronivibhtsanam eka yastirbhavet Кайст 
NS.XXIIL 36-37 
71. (1) viciksobhastanitavihagasrenikaficigunayah 
(1) Аги.П.20; 1.36; iv.4,6,7 
(iii) Rgh. VLA3 
72. srastam nitambadavalambamana punah punah kesaradamakaficim/ 


nyasikrtam sthanavida smarena maurvim dvitiyamiva karmukasya// 
KS, Ш.У.55 
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suggests that Кайсі 15 a chain or belt. In the GG”, the use of the ornament is also 
noticed. 

Мика (Pearl) is another ornament used in that time as mentioned in the 
Hanumanna taka. This kind of ornament is used for decorating head, face, neck, hand, 
and feet also. The valaya” or kankana (bangle) is also another ornament mentioned in 
the Hanumannd taka. According to АК” this ornament is worn on the hands. 

Мариға” is an ornament to mean anklets. According to AK 75 there are 
four different names of anklets. The use of this ornament is available in the era of 
Kalidasa”, Нага? (necklace) is an ornament mentioned in the Напитаппа (ака. It is 


worn round the neck. 


73. ... kaficidamadarstatham calamiti ... GG, XII.4 
74. sarvesu satsvapi tavabharanesu haro 

naropito hrdi ciram hrdayankato’ pi/ 

muktarthasutragunavedhavisuddharasi 


statpanktibhedaphaladarunamityarodit// HN, У.37 


75. cudacumbitakankapatramabhitastiinidvayam prsthato 
bhasmasnighapavitralanchitamura datte tvacam rauraviram/ 


maufijya mekhalaya niyantritamadhovasasca mafijisthakam 


panau karmukasaksasütravalayam dando’ parah paippalah// ibid.,1.29 
76. kankanam karabhusanam - AK.II. Manusya varga 
77. kundale naiva janami папуа janami kankane/ 

nüpuraveva janami nityam padabhivandanat// HN, У.36 
78. padangadam tulakotirmangirau nüpuroastriyam 


-AK.II. Manusyavarga 


79. saisa sthali yatra vicinvata tvam bhrastam 
maya nüpuromekamurvyam Rgh.XIII.23 
80. sarvesu satsvapi tavabharanesu haro 


naropito hrdi ciram hrdayangato’ pi/ 
muktarthasutragunavedhavisuddharasi 


statpanktibhedaphaladarunamityarodit// HN., V.37 
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The word Мапайғата!а means a garland of the flower Mandara. It is 
mentioned in the Hanumannátaka^! It is a very popular item of decoration and it is 
worn round the neck. According to NS Т garland is а bodily ornament. In the АҚ, 
there are found three different names of garland. 

On the other hand the word Kajjala^ denotes collyrium used by women 
for colouring eyelashes or eyelids. 

The word *Kasturitilaka" found in the HN is used to mean the mark of 
Kasturi on forehead. According to the NS*5, tilaka is used as an embellishment of the 
forehead. The use of Sandal tilaka is found in the Gitagovinda.*’ 

Moreover the word 'abhüsana' is indication of the fact that people have 
inclination towards fashionable items. In the HN also, the author mentions the word 


abhiisana.* Kundala means an ear-ring. People of that time also used this type of 


81. vandaruvrndarakavrndavandimandaramalamakarandalesaih/ 

mandodariyam caranaravindarenütkaran karkaratamanaisit// 

HN, ІХ.4 

82. vyalambimauktikahara malyadya dehabhisanam NS,XXIII.20 
83. malyar mala srajau mürdhm kesamadhye tu garbhakah АК.П. Manusyavarga 
84. kürmah pado'ngayastirbhujagapatirasou bhajanam bhutadhatri 

tailapürah samudrah kanakagirirayam vrttavartiprarohah 

arci$candasurocirgaganamalinima kajjalam dahyamana 

Satrusrenipatanga jvalati raghupate ! tvatpratapapradipah BR, VIII, p. 289 


85. ramarama! mahavira! ke vayam gunavarnane? 


yatkirtikaminibhale kasturitilakam nabhah// HN., XIV. 80 
86. tilaka patrarekha ca bhavedganda vibhüsanam/ NS., XXIIL27 
87. candanatilakalalatam... GG., II. 5 


88. ahaha !janakaputrivaktramudramapasyan 
vrajati paramahamso naksamo va’pi gantum/ 
taduruvirahavahnijvalaya dagdhadehah 


kimuta pavanasünorbhusanaih stambhito me // HN., V.38 
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ornament." The author also mentions the 'Karamudràá'?? Кағатиаға means ring. The 


use of the word Valkala?! suggests that Valkala was also in use as garments for some 
special persons. 


5.7 INFORMATION OF VARIOUS FLORA AND FAUNA 


In the HN there are found some information regarding the flora and fauna 
of India. In the НМ, different types of flowers, plants, birds and animals are found 
mentioned in different contexts. Such information are presented here. 

Flowers 

Different kinds of flowers are mentioned in the Hanumanndtaka of Sti 
Damodara Misra. A brief note on this is presented here. 

Kumuda: The word ‘Kumuda’ means the white water-lily which is said to bloom at 


92 The Kumuda is mentioned in the Hanumanna taka.” This flower is often 


moon-rise. 
found mentioned by many Sanskrit writers. Trees is also found in the Hanumannātaka. 
It is said to be one of the celestial flowers. 

Chanpaka : The Champaka^* flower is also mentioned in the Hanumannátaka of Sri 
Damodara Misra. Champaka means a tree bearing yellow, fragrant flower.” 

Kunda: The author also mentioned the Kunda in his Напитаппа taka.”° Kunda is one 


kind of jasmine. 


89. kundale naiva janami naiva janami kankane/ 


nüpuraveva janami nityam padabhivandanat// HN., V.36 
90. ramah - (satvaram karamudram samuddhrtya) vira marute ibid., VI, p.84 
9]. ...jatavalkalacchatra - camaradhàrinau ... ibid., III., p.38 


92. gadam gadam kamalamukulam pundarikaksavaksah 

pitham kathinyamapi kucayorjanaki manakirna/ 

purna kamaih Sithilamanilasyagamayacakara 

nitam sphitam sadayahrdayam svamina’lingya matva// ibid., 1.11 
93. vandaruvrndarakavrndavandimandaramalamakarandabindtn 

mandodariyam caranaravindarenitkarankarkaratamanaisit// ibid.,1X.4 
94. gata gata campakapuspavarna pinastant kumkumacarcitam gi/ 

akasagangeva suSitalangi naksatramadhye iva candrarekha// ibid. ,V .30 


95. V.S. Apte’s “The Students Sanskrit English Dictionary” 


96. krantva bhüvalayam dasasyadamana! tvatkirtihamsi gata 
sapi brahmamaralasan gamavasattatraiva garbhinyabhit/ 
yatva vyomataranginiparisare kundavadatam taya muktam bhati 
visankuram tatamidam $1tadyutermandalam// ibid., XIV. 79 
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Tagara: Tagara is a kind of flower mentioned by the author in his Hanumanna taka.” 
Pundarika: Pundarika % is also mentioned in the Hanumanná taka. It means a lotus. 
PLANTS AND HERBS 

Various kinds of plants and herbs are referred to in the Hanumannd taka. 
Tamala 

The Тата!а ” which is known as Varuna Vrksa also, is mentioned as 
found in abundance on the bank of the Yamuna. 
Sala 

The Sdla tree is also mentioned in Hanumannátaka.' It is also known as 
Sarju and Vedavati. lt is a very big tree, found mentioned in many other literary 
works. '?! 
Vatav rk sa 


The УағаугКва 92 is known as Syama also. It is the Indian rig tree. 


97.  hutva $rikhandakandam sa-tagarakusumam pundarikam mrnalam 
karpurosiragarbham pracuraghrtayutam narikelarn juhava/ 
türnam pürnahutim sa jvaladanalanibham $aikamadaya virah 
praptastatra’fijneyah sa kimiti bharatastam Sarenajaghana// ibid., XIII. 24 


98.  hutva $rikhandakandam sa-tagarakusumam pundarikam mrnalam 
karpurosiragarbham pracuraghrtayutam narikelarn juhava/ 
türnam pürnahutim sa jvaladanalanibham $aikamadaya virah 


praptastatra’fijneyah sa kimiti bharatastarn $arenajaghana// ibid., ХШ. 24 
99.  velatate sala-tamalamalam violokyamanah ѕаһаѕа’ӣјапеуаһ 

ullolayan baladhivallimuccaih kallolinivallabhamullalam ghe // ibid., VI. 12 
100. velatate sala-tamalamalam violokyamanah sahasa’fyaneyah 

ullolayan baladhivallimuccaih kallolinivallabhamullalam ghe // ibid., VI. 12 
101. (1)hiranmayt salalatena jangama etc. BR., 1.47 

(ii) enam purananagarim CR., 1.19 


102. esa райсауай raghtttamakuti yatra’ sti paficavatt 
panthasyaikaghati puraskrtatati samsle sabhittau vatt 
года yatra пай tarangitatati kallolacaficatputi 
divyamodakutibhavabdhisakati bhütakriyaduskuti ibid.,11I.22 
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Asoka 
The A$okavrksa'" is also mentioned in the Hanumannátaka by Sri 


Damodara Misra. The Asoka tree having red flowers is often mentioned in Sanskrit 


rhetorics. 
Candana 

The Candana'" (Sandal) tree is mentioned in various places of the 
Напитаппа taka. 
Tala 

The Tāla!” (palm tree) 15 also mentioned in the Hanumannd taka. 
Mandara 


The Mandàra' tree is also mentioned in the Hanumannátaka of Sri 
Damodara Misra 
Karpira 


The Кагрӣга!“ tree is also mentioned in the Напитаппа (ака. 


103. raktastvam navapallavairahamapi slaghaih priyaya gunah 

stvamayanti silimukhah smaradhanurmukta sakhe! mamapi/ 

kantapadatalahatistava mude tadvanmama’pyavayo 

stutyam sarvamasoka! kevalamaham dhatra sasokahkrtah// ibid.,, V.24 
104. vaktre tatah phanilatadalavitikam sve 

vinyasya candanaghanavrtapugagarbham/ 

ramo'bravidayi ! grhana mukhena bale ! 

tacchadmana tadadharam madhuram prapatum// ibid., 11.13 


105. yadbhagnah kila balatalataravo ramena sadratvaca 
$chinnam yacca puratanam sivadhanustadviryyamuddisyate/ 
nasidetadanagatam strutipatham svarlokadhimadhvajah 
paulastyah karakandukikrtaharakridacalo ravanah// ibid., VIIL41 


106. vandaruvrndarakavrndavandimandaramalamakarandabindün/ 

mandodariyam caranarvindarenutkaran karkartamanaisit// ibid., IX.4 
107. karpüraih kimapüri kim malayajairalepi kim paradai / 

raksalisphatikantaraih kimaghati dyavaprthivyorvapuh// 

etattarkaya kairavaklamahare srngaradiksagurou 


dikkantamukure cakorasuhrdi proude tusaratvisi // ibid., II.7 
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Sirisa 

Sirisa tree is also mentioned by Sri Damodara Misra in his 
Напитаппа taka. 108 
ANIMALS 
Mrga: The Мгга!? (deer) is mentioned by 51 Damodara Misra in his Hanumannátaka. 
The words Harina and Kuranga! 10 аге also used to mean a deer. 


Gaja: The word Gaja means the elephant. '"! 


The word Hasti, Airavata are also used to 
mean the elephant. In the Hanumannātaka !? the word Gaja is also mentioned. 
Timi: Timi, is a kind of fish. Тіті!!?, һе. a whale is also mentioned in the 


Напитаппа taka. 


108. sadyah puriparisaresu $irrsamrdvi 
gatva javattricaturani padani sita/ 
gantavyamasti kiyadityasakrdbruvana 


ramasrunah krtavati prathamavataram// ibid., Ш.13 


109. banena divyena raghupravirastato mrgam vaksasi baddhalaksyah 


vivyadha yavattarasa tapasvi da$ananastavadiha'jagama// ibid., IV. 3 


110. sulalitaphalamülaistatra kalam kiyantam 
dasarathakuladipe sitaya laksmanena/ 
gamayati daSakanthotkanthitapreritam drak 


kanakamayakurangam janaki samdadar$a/ ibid., Ш. 25 
111. V.S. Apte's The Sanskrit English Dictionary 


112. re re ravana ! hina ! dina !kumate ! ràmo'pi kim manusa 
kim ganga’pi nad1? gajah saragajo’ pyuccaihsravah kim hayah? 
kim rambha pyabala? krtam kimu yugam? kamo’pi dhanvi nu kim? 


trailokyapratapavibhavah kim re! hanüman Кар? ibid., VIIL.24 


113. asti matsya'stimiranama Satayojanavistarah/ 


‘timingila’ gilo’ pyasti tadgilo’ pyasti raghavah// ibid., VIII. 47 


124 


Svagana: The Svagana ^ is also mentioned in the Hanumannataka. The word 
Svagana means a kind of hunting dog.!? 


Pheru: The word ‘Pheru’''® is also mentioned in the Hanumannátaka by Sri Damodara 


Misra. The word ‘Pheru’ means jackel.!" 
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Makara: The makara means a kind of sea-animal, a crocodile. ° The makara is also 


mentioned in the Напитаппа бака 1” 


Jalakari: Тһе word jalakari means the hippopotamus. It is also mentioned in the 
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Напитаппа taka. 


114. digbhago dhüsar' bhudahani bahutaraspharatarah sphuranti 
svarbhanorbhanaviyam grahanasamaye roudhiri vinduvrstih/ 
madyahnordhva’ syakosasvaganaruta-matisphitapherupracaro 


varam varam gabhirapralaya iva mahakalacitkaraghorah// ibid., 1.2 
115. V.S. Apte’s The Students Sanskrit English Dictionary 


116. digbhago dhüsar' bhudahani bahutaraspharatarah sphuranti 
svarbhanorbhanaviyam grahanasamaye roudhiri vinduvrstih/ 
madyahnordhva’ syakosasvaganaruta-matisphitapherupracaro 


varam varam gabhirapralaya iva mahakalacitkaraghorah// ibid., III.2 
117. V.S. Apte’s The Students Sanskrit English Dictionary 
118. V.S. Apte’s The Students Sanskrit English Dictionary 
119. deva'jííam dehi rajfíam tvamasi kulaguruh $osaye ki payodhi? 
kim va lankam sa-lankadhipatimupanaye? janakim manakirnam 
setum badhnàmi kim và sphutitagiritatibhütabhangataranga- 
dudbhramyannakracakropi ca makara-kula-grahacitkaraghoram// ibid., VI.5 


120. deva’jfiam dehi rajfiarn tvamasi kulaguruh $osaye ki payodhi? 
kim va lankam sa-lankadhipatimupanaye? janakim manakirnam 
setum badhnàmi kim và sphutitagiritatibhütabhangattaranga- 


dudbhramyannakracakropi ca makara-kula-grahacitkaraghoram// ibid., V1.5 
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Karma: Kürma means a tortoise.!' The Karma is also mentioned in the 


ү 122 
Напитаппа taka. 
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Gavaya: The word 'gavaya means a species of ox. It is also mentioned in the 


= 124 
Напитаппа taka. 


125 


Mrgendra: The mrgendra is also mentioned in the HN. ^ The word mrgendra means the 


king of mrga, i.e. lion. 
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Bhujangama: Bhujangama means a snake. ^ Bhujaħgama is also found in the HN. 
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Hamsi: Hamsi means a female goose.'** Harst is also used in the HN.? 


Sarbha: Sarbha means a young elephant. A fabulous animal said to have eight legs and 


121. V.S. Apte's The Students Sanskrit English Dictionary 


122. kürmo mülavadalabalavadapam natho latavaddiso 
meghah pallavavat prastnaphalavannaksatrastryendavah/ 
svamin! vyomatarurmama kramatale $rutveti gam maruteh 


sitanvesanamadidesa sahasa ramah saharsah svayam// ibid., VI. 3 
123. V.S. Apte’s “The Students Sanskrit English Dictionary” 
124. evayam daivayogadgora — gavaya — gaja- bujanga... ibid., V, p.63 


125. pasurapi na mrgo mrgim mrgendradhvanicakitah prasava 
ksane jahati/ 
ayamaraghurajanakiyamavam yadi na sa jivati 


nirdayo'dya vedhah// ibid., XIV .92 


126. V.S. Apte’s “The Students Sanskrit English Dictionary” 
127. prthvi ! sthira bhava, bujangama ! darayainam 
tvam kurmaraja ! tadidarh dvitayam dadhithah/ 
dikkufijarah ! kurata tattritaye didhisam 


ramah karoti harakarmukamatatajyam// ibid.,l. 22 


128. V.S. Apte's "The Students Sanskrit English Dictionary" 
129. ibid. 
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to be stronger than а lion.'*° This animal is also mentioned in the Hanumannátaka."' 


BIRDS AND INSECTS 
The Hanumannàtaka contains the names of various kinds of birds and 
insects. 


Barhin The Barhin is mentioned in the HN? 


This bird normally is stated to be elated 
in the rainy season. The words Sikhidala, Sikhandi, Sikhin, Kekin, Mayura, Sitikantha 
are used to mean a peacock. 

Cakravaka: The word Cakravaka'*’ means the ruddy goose. The Cakravaka 2 bird is 
also mentioned in the Hanumanndtaka of Sri Damodara Міќга. Sanskrit poets hold that 
the pair of this bird get separated at night. 


135 


Masaka: The masaka is also mentioned in the Hanumannataka. ™ The word masaka 


means a mosquito, gnat, ^6 


130. ibid., 
131. krantva bhübalayam dasasyadamana ! tvatkirtihamsi-gata 

sa’ pi brahmamaralasangamavasattatraiva garbhinyabhüt/ 

yatva vyomataranginiparisare kundavadatam taya 

muktarh bhati vi$ankuram tatamidam sitadyutermandalam// ibid., XIV.7 
132. he godavari! punyavaripuline! drstva tvaya јапакт? 

sã hartun kamalani ca’ gatavati, yata vinodaya va? 

ityevam pratipadapam pratinagam pratyapagam pratyagam 

pratyenam pratibarhinam tata itastam yacate maithiltm// ibid.,V.11 
133. V.S. Apte’s “The Students Sanskrit English Dictionary” 
134. jayaprayane raghunandanasya dhilikadambastamite dine$e/ 

SaSiprabham chatramudiksya bala süryodaye roditi сакгауак1// ibid., X1.6 
135. ауі kapikulamallah! kim mudha yata bhita? 

nahi samiti bhavadbhiryudhyate kumbhakarnah/ 

api jaladharapoto ledi kim? svalpakulyamapi 


ma$akakutumbam kesari kim pinasti?// HN., XI. 23 


136. V.S. Apte's "The Students Sanskrit English Dictionary" 
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Bhramara: The word bhramara means a bee, large black-bee. " Bhramara is also 


mentioned in the ZN.? 


Kapota: The Kapota is also mentioned in the Hanumanndtaka of Sri Damodara 
Miára.? Kapota means a dove, pigeon or a bird in general. ^? 


Kokila: Kokila means the cuckoo; a migratory bird visiting in the spring and summer 


141 


and laying its eggs in the nests of other birds. ^ Kokila is also mentioned in the 


Е 142 
Напитаппа taka. 


137. ibid 
138. bibhemi sakhi! sarnviksya bhramaribhütakrtakam/ 
taddhyanadagate pumstve tena sardharn kuto ratih?// HN., VLA5 
139. vajivratakhurapraharadalitaksonirajobhiryutam 
sandrairjirnakapotakantharucibhirvyomedamastiryate/ 
kificanekakarindragandavilasaddanambudharaghanarn 
sangramam prathayantyami parimalapradgarimandanilah// ibid., XIV 66 
140. V.S. Apte’s “The Students Sanskrit English Dictionary” 
141. ibid. 
142. indurliptam ivafijanena galita drstirmrginamiva 
pramlanarunameva vidrumadalam syameva hemaprabha/ 
parusyam kalaya ca kokilavadhükanthesviva prastutarn 


sitayah purotastu hanta! sikhinam barhah sagarha iva// ibid., V .63 
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5.8 GEOGRAPHICAL INFORMATION 

From the Hanumanndtaka, there can be had of an idea of certain places, 
i.e. rivers, hills, hermitages etc. of ancient India. These are not lacking in importance 
from the geographical point of view. A brief discussion on these geographical data from 


the HN is presented below. 


Mithila 


There is reference in the HN, to the place Mithila.'*° 


Mithila was a city in 
ancient India, the capital of Videha kingdom. The name Mithila is also commonly used 
to refer to the Videha kingdom itself, as well as to the modern day territories that fall 
within the ancient boundaries of Videha. The Mithila city has been identified as modern 
day Janakapur in Dhanusa district of Nepal.'^ Sita is known as Vaidehi as she is a girl 
belonging to Videha. According to AGI, on the north-east of Vaisalt, lay the kingdom of 


Videha with its capital Mithila.'*° 


Janakpur in Nepal north of Madhuvani is still 
identified as Mithila, the capital of Janakpur with all its ancient associations. Videha, 
therefore, must have comprised, besides a portion of Nepal, all these places or in other 
words the northern part of the old district of Trihut and the north-western portion of the 
district of Champaran. The people of Videha must have formerly traded a good deal, as 


Vaidehaka or resident of Videha is given by Amara as a synonym of merchant. "^ 


143. pürne yajfiavidhou yiyasurabhavadramena sardham munih 
sitasamvaranagatakhilanrpavyabhagnaviryasriyam/ 
$rutvà taddhanurutsavam ca mithilamasthaya tenadhikam 


satkarairupalambhitah punaragaccapasritam mandalam// ibid.,1.8 
144. www. en wikipedia.org. 


145. sumaravidahmi mithilam mahanagarim ... 


dar$aya sitayai janakasya rajadhanim/ AGI., p.62 


146. vaidehekah sarthavaho naigamo vanijo vanik ibid.,p. 62 
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Lanka 
The city Гапка “7 is found to be mentioned many times in the HN. It is 
said to be the name of the country as well as the capital of Ravana. It is said that Lanka 


148 The older name of Lanka was 


was much larger than the present island of Sri Lanka. 
Simhala. 

The word ‘Lanka’ meaning ‘island’, is the name given in Hindu 
mythology to the island fortress capital of the legendary king Ravana in the great Hindu 
epics, the Ramayana and the Mahabharata. The fortress was situated on a plateau 
between three mountain peaks known as the Triküta Mountains. The ancient capital 
Lanka is thought to have been burnt down by Hanuman. This island would lie more 
than a hundred miles South-West of present day country of Sri Lanka. ^? 

Ayodhya 
Ayodhya"? is found to be mentioned in the Hanumannátaka of Sri 
Damodara Misra. Ayodhya was the capital of Kosala, which was situated along the 


-151 


banks of the Sarayū ` (Сорга). Ayodhya was extended 48 miles in length and 12 


2 


miles in breadth.It was also called Saketa."? and one of its principal suburbs was 


Nandigrama; where Bharata governed the kingdom during the absence of Rama. 


147. datavyeyamava$ymeva duhità kasmaicidenamasou 
dohkrida-ma$akikrta-tribhuvano lankapatiryacate/ 
tatkim müdhavadiksase nanu kathagosthisu nah $asate 
tadvrttani parorajamsi munayah pracya maricyadayah// HN., I. 13 
148. V.S. Apte's "The Students Sanskrit English Dictionary" 
149. www. en wikipedia.org. 
150. prapya' yodhyam svajanaparamotsahasambhavanabhi 
rnatva murdhna’khilagurujanam sitaya laksmanena/ 
ramo yamatrayamapi katham maranaracabhinno 
пуа sitàm Кїтїї turagamstadyamasa dandaih// ibid.,ll. 1 
151. Коѕаіо пата mudito sphito janapado mahan nivistah 
sarayütire pa$udhamyadhanarddhimam ayodhyanama 
tatrasinnagari lokavisruta RM., Adikanda, Ch.V 


152. janasya saketanivasinastau Ragh., V. 31 
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Alaka 

In the НМ there is found the mentioning of the country called Alaka.?? It 
was the capital of Kubera, the lord of the Yaksas. According to Kathasarit-sagara, 
Alakà was the capital of Nisadha.^ According to Kathdsarit-sdgara, the good king 


Nala was the ruler of Nisadha? 


and from his directions to his wife Damayanti after he 
lost his kingdom, it can be rightly assumed that it was in northern India. 
Mathura 

Mathura or Madhura as it is sometimes spelt,” is said to have been built 


by Satrughna, brother of Rama, on the fall of the demon Lavana, son of Madhu. "58 


153. yavaddasaratherna paśyasi mukham, yavanna pathonidhim 
baddham, yavadimam na pavakavasam lankam nirastalakam/ 
yavannaiva nija’nujam sucaritam yatam kulangaratam 
tavadravana! lokapala! tarasa sitam prayaccha’nagham// HN.,IX.10 
154 astyatamkrtakou veridinmukho nisadhabhidhah de$asta- 
tralaka nama babhuva пара pura KSS,101.41 
155. nisadhesu mahipalo virasena iti Srutah tasya putro nalo 
namnabhuddharmarthakovidah Ragh. III. 52.55 
156. idam punastato' pi mandakinipariksiptam mahodayam name 
nagaram drsyati BR., X., p.364 
157. The form Mathura occurs in the Bombay Edition of the Ramayana. 
DKS., VI. Ucchvasa 
Wilson observes “1 is rather remarkable that all the copies read 
Madhura instead of Mathura 
158. (1) puna$ca madhusafijena daityenadhisthitam yatah/ 
tato madhuvanam namna khyatamatra mahitale// 
hatvà ca lavanam raksr madhuputram mahavalam// 
$atrughno madhuram nàma puri yatra cakara vai// VP., 1.12.2-3 
(ii) upakulafica kalindyah purim paurusabhüsanah/ 


nirmame nirmamo’rthesu muthuram madhurakrtih// Ragh. XV.28 
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The district was afterwards called Sürasenas from Sürasena, one of the ancestors of 
Кгвпа.! 9 The history of king Kamsa who was murdered by Krsna and the consequent 
seige of Mathura by Jarasandha, form important chapters in the great work Harivav msa. 
The modern town is situated on the elevated right bank of the Yamuna in the form of 
crescent. “The old city", says General Cunningham, “is said to have extended from the 
Nobi Masque and fort of Raja Kamsa on the north to the mounds called Tila Ката and 
Tila Satrekh on the south". Mathura was deserted by Krsna just before it was invaded 


160 But it seems to have remained dependent on him as among the 


by KalaYavana. 
present persons at the marriage of Subhadra, which took place long after this, there is 
found ten thousand milch cows of the district of Mathura.'^' It was а very flourishing 
town when visited by Hiuen Tsang in the 8% century A.D. It ruthless plunder Бу 
Mahmud of Ghazni in 1017 A.D. is a dark chapter of Indian History. The early youth of 
Krsna was passed at some distance from Mathura at Gokula which was called Vraj ades 
Dandaka 


Dandaka is also mentioned in the Hanumanna taka. 9 The whole country 


from the borders of Bundelkhand to the banks of the river Krsna appears to have been 


159. sa Stirasenadhipatim susenamuddisya suddhantaraksya jagade Китап 

yasyavarodhastanacandananam praksalanadvariviharakale/ 

kalindakanya mathuram gatapi gangormisamsaktajaleva bhati// Raghu. VI. 45-48 
160. visnu purana, V. 23 
161. pradadau krsno gavamayutameva ca/ 

Srimanmathuradesyanam dogdhrinam punyavarcasam// Adi Parva. 219.46 
162. bhavadbhirgamyatam nanda tacchighram nijagokulam/ 

...vasatam gokule tasam putana balaghatini/ 


suptam krsnamupadaya ratrau tasmai dadou stanam// VP.,V.5.4-7 


163. kutra’ yodhya? Куа ramo? dasarathavacanaddandakaran yamagat? 
ko’sau maricanama kanakamayamrgah? kutra sitapaharah? 
sugrive ramamaitri Куа? janakatanaya’nvesane presito’ ham? 


yo’rtho’ sambhavaniyastamapi ghatayati krürakarma vidhata// HN.,VI. 37 
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164 


a vast forest known by the general name of Dandaka. ^ Каша entered into it after 


165 


leaving Chitrakuta and the hermitage of Atri. " It was here he crossed the torrent river 


near a great mountain. 196 This evidently refers to the Narmada. It was in this forest that 


167 It was in this forest that he 


he came to a tank called Panchapsara or five nymphs. 
passed sometime at Paficavati near the Godavari and mount Prasravana.' ^ This part of 
Dandaka was known as Janasthana (Human Habitation). It is impossible to identify 
Райсауай and Prasravana. Dandaka appears among later writers as the name of a 
people apparently on the south of Vidarbha proper, i.e. on the south of the Krsna. 


JANASTHANA 


Janasthana, is a part of the great Dandaka forest which stood in the vicinity 
of the mountain called Prasravana. The celebrated Paficavati (identified by local 
tradition with the place of the same name situated about two miles from the present 


Nasik) stands in this tract. In the HN there is found reference to J апав(һапа 99 in Act X. 


164. itis also written Dandaka, but Bhavabhuti has unequivocally preferred the other 


39 сс 


reading “vanam dandakam tasyam...", “уе dandakayam vane". 


Mahaviracarita IV. 41, 38 
165. aranyakanda, Ch. VI. 


166. sa gatva duramadhvanam пайт tirtva mahajavam/ 


dadarsa vipulam nilam sailamasritya kananam // Aranyakanda, XI.2 
167. AGI., p.84 
168. ibid.,, p. 84 


169. janasthane bhrantam visayamrgatrsnahatadhiya 
vaco vaidehiti pratipadamudasru pralapitam/ 
krta lahkabharturvadanaparipàtisu ghatana 


mayaptam ramatvam kuSalavasuta na tvadhigata// НМ.,Х. 24 
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MOUNTAINS 

The Hanumannataka records the names of some mountains of India. 
Some mountains are regarded as places of pilgrimage and some of them are regarded as 
places for performing penance. Here is an attempt to add a brief discussion on the 


mountains mentioned in the Hanumannataka. 


Kailasa 
Kailasa is a mountain and a peak of the great Himalayas. It is the residence 


170 


of Siva and Kubera. There is a reference to Kailasa in the Hanumanndataka of Sti 


171 Tt may be added that in the Vikramorvasiyam'” of Kalidasa, Siva 


Damodara Misra.. 
is mentioned as Kailasanatha. 

Kailasa lies near the source of some of the longest rivers in Asia: the Indus, 
the Sutlej, the Brahmaputra and the Karnali (a tributary of the Ganges). It is considered 
to be the abode of Lord Siva and a place of eternal bliss. The mountain lies near Lake 
Manasarowar and Rakshastal in Tibet. The word Kailasa may be derived from the word 
Kilàsa which means crystal. According to Hindu belief, Lord Siva, the destroyer of evil 
and sorrow, resides at the summit of this legendary mountain named Kailasa, where he 
sits in a state of perpetual meditation along with his wife Parvatt. 

According to Charles Allen, one description in the Visnupurana, of the 
mountain states that its four faces are made of crystal, ruby, gold and lapis lazuli. It is a 
pillar of the world and is located at the heart of six mountain ranges symbolizing as 
lotus. The four rivers flowing from Kailasa then flow to the four quarters of the world 


and divide the world into four regions. ^? 


170. V.S. Apte's The Students Sanskrit English Dictionary, p. 164 
171. |апта brahmakule hararcanavidhou krtva S$irahkrntanarn 
Saktirvarjini ghoradandadalanavyaparasaktam manah/ 
helollasitakelikandukanibhah kailasa utpatita 
statkim ravana! lajjase na harase cauryena patnim raghoh// HN., ТУ.8 
172. kailasanathamupasrtya nivartamana/ Vikramorvasiyam, 1.2 


173. www. en. wikipedia. org 
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Vindhya 
The reference of the mountain Vindhya is also there in the 


174 


Напитаппа taka. The Vindhya Range is a range of older rounded mountains and 


hills in the west-central Indian sub-continent, which geographically separates the Indian 


175 


sub-continent into northern India (the Indo-Gangetic Plain) and southern India. ~ In the 


AGI, it is found that the Pulindas, inhabited the Vindhyas and were for a long time the 
scourge of travellers." 

Hindu legends say that the Vindhya Mountains once showed a tendency to 
grow as high so to obstruct the usual trajectory of the sun. This was accompanied by 
increasing vanity on the part of the mountain range, which demanded that Surya should 
circummbulate the Vindhyas in the same way as he does Mount Meru. The need arose 
to subdue, by guile, the Vindhya and Agastya was chosen to do that Agastaya journeyed 
from North to South, and on the way encountered the impossible Vindhya mountains. 
He asked the mountain range to facilitate his passage across to the South. In reverence 
for Agastya, the Vindhya Mountains bent low enough to enable the sage and his family 
to cross over and enter South India. The Vindhya Range also promised not to increase in 
height until Agastaya and his family returned to the north. Agastya settled permanently 


in the south, and the Vindhya Range, true to its word, never grew further. 


Himalaya 
The mountain Himalaya is also mentioned in the Hanumanndtaka. 


According to Visnupurana (VP)! "*, the Himalaya is the northern limit of India. It is said 


174. padakamalarajobhirmuktapasanadeha 
malabhata yadahalyam gautamo dharmapatnim/ 
tvayi сагай vi$irnagravavindhyadripade 
kati kati bhavitarastapasa daravantah// HN., Ш.19 
175. www. en. wikipedia. org 
176. AGI, p. 49 
177.uttaram yat samudrasya himadre$caiva daksinam/ 


varsam tat bharatam пата bharati yatra santatih// VP., П.131 
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in the introductory stanza of the Kumarasambhava (KS) 73. Kalidasa distinctly 


mentions here that the king of the mountains, Himalaya by name is situated to the 
northern direction. Moreover; the names tuhinddri 179 and himàdri'? are also found 
employed in the Ragh.of Kalidasa to mean the Himalaya. 

According to the Кир, the Himavat is the abode of Siddhas and Caranas. 
It spreads over one thousand and eighty Yojanas. After that this Purána ? narrates that 
the ‘Himdlaya’ is the source of the rivers like Satadru, Candrabhaga, Sarayu, Yamuna, 
Пауай, Vitasta, Vipasa, Devika, Киһи, ботай, Dhütapapa, Bahuda, Drsadvati, Kausiki 
and Lohita. Again it is the source of the mighty Ganga also. Because of this, the river 
Ganga is often called the daughter of the Himalaya (Himalayasuta). 
Citraküta 


There is a reference in the Hanumanna бака 9, to a hill named Citraküta. 


178. astyuttarasyam disidevatatma himalayo nama 

nagadhirajah/ KS., 1.1 
179. ... jvalitena guhagatam tamastuhinadreriva 

naktamosadhih/ Ragh. VIII. 54 
180. parasparena vijfiatastesüpayanapani su 

rājñā himavatah saro rajfíah saro himadrina ibid., VIII, 57 
181. parvato himavannama nanadhatuvibhusitah/ 

yojananam sahasrani so’ sitistvayato girih// 

siddhacaranasankirno devarsigana sevitah/ Kup. П. 36.43 
182. sravante pavana nadyah parvatibhyo vinih srtah 

Satadruscandrabhaga ca sarayuryamuna tatha 

iravati vitasta ca vipasa devika kuhuh 

gomati dhütapapa ca bahuda ca drsadvati 

kausiki lohita caiva himavat padanihsrtah ibid., 1. 45, 26-28 


183. (tatra citraktite) (sakarunam) 
mürdhna badduhajatena valkalabhrta dehena padanatim 
kurvane bharate tatha praruditam tarasvaraih sitaya/ 
yenodvignavihanganirgatatarunih sammadah svapadah 
Sailendro’ pi kilaisa bhiribhirbhitsasruh payah prasravaih// HN, III.18 
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According to Ancient Geography of India (AGI), Rama crossed the Yamuna on a raft 
and arrived at the foot of the hill Citraküta by the river Mandakini or Malini at a 
distance of twenty four miles from the confluence of the Yamuna and the Ganga. 
Citraküta, is situated on the clear river Paisunoi, which is therefore the Mandakini or 
Malini of old days. Bharata decided that he would travel to Citraküta and bring back 
Каша with him to Ayodhya. *? 


RSYAMÜKA 


Rsyamüka is a mountain near the lake Pampa which formed the temporary 
abode of Rama with the monkey-chief Sugriva. This Rsyamüka is also mentioned in the 


HN by Sri Damodara Miára. ^ It is mentioned as giri. 


KISKINDHA 


187 


Kiskindha is also mentioned in the HN. It is a mountain situated in the 


country called Kiskindha. It is also a city, the capital of Kiskindha.? 


184 itastriyojana dramagiriryatra nivatsyati maharsisevitah 
punyah ѕагуаѕуа sukhadh Sivah galangulabhinadito 
varnararksanisevitah citrakutah itikhyato gandhama- 
danasannibhah/ Ayodhyakanda 54, 29-30 and AGI, p.12 
185. www. bvihar.com. 
186. hanuman sanunayam — 
$rirama ksonipala tyaja nijadayita$okamekah salokam 
lanke$am jetumise tamapi kapipaterajfiayaham hanüman/ 
sugrivasyatha sardham girimavataranam paádavinyasalaksmi 
niksepadutpalaksa ksapitaripubalam darsanam (уат ca dehi// HN., V.39 
187. kiskinddhadrau raudrartidravataram 
drstva ramo maruti vàcamüce/ 
sita nita kenacitkvapi drsta 


hrstah kastam samharanpraha virah// ibid., V.33 


188. V.S. Apte, The Students Sanskrit English Dictionary, p. 150 
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KRAUNCA 
Kraufica is the name of a mountain. It is also mentioned in the HN.!® This 
mountain is said to be the grandson of Himalaya and said to have been pierced by 


Kartikeya and Paragurama.'” It is mentioned in the Meghadüta'?! also. 
y 8 


SUVELA 
Suvela is the name of the Trikuta mountain.'” It is also mentioned in the 


MANDARA 


Mandara is mentioned in the HN by Sri Dàmodara Miára.?* 


Mandara is a 
mountain used by the gods and demons as a churning stick when they churned the ocean 


for nectar.'?? 


189. yena svam vinihatya mataramapi ksatrastramadhvasavam 
svadabhijfiaparasvadhena vidadhe nihksatriya medini/ 
yadbanavranavartmana $ikharinah krauficasya hamsacchala 
dadyapyasthikanah patanti sa punah kruddho munirbhargavah// НМ. І. 42 
190. V.S. Apte's The Students Sanskrit English Dictionary, p. 169 
191. praleyadrerupatatamatikramya tamstanvisesa- 
nhamsadvaram bhrgapati$ayovartmayatkrauficarandjram/ 
tenodicim diSamanusarestiryagayamasobhi 
syamah pado baliniyamanabhyudyatasyeva visnoh// MD.,Purva Megha 60 
192. V.S. Apte's, The Students Sanskrit English Dictionary, p. 169 
193. ramah suveladritate' vatirnah samudramullanghya vikirna sainyah/ 
krpamupetyarikulasya dütam surendranaptaramathadide$a// HN., VIILI 
194. devajfiapaya kim karomi sahasa lankamihaivanaye 
jambüdvipamito naye kimathava varamnidhim $osaye/ 
helotpatitavindhyamandaragirih svarnatrinetracala 
ksepaksunnavivartamanasalilam badhnami varamnidhim// ibid., VI. 4 


195. V.S. Apte, The Students Sanskrit English Dictionary, p. 425 
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REVA 


The Reva or 'roaring' ^? is also known as Narmada and also by Induja, 


Somodbhava, and similar names meaning ‘Moonborn’, as Purvaganga or Eastern 
Ganges, by Mekalakanyaka, Mekaladrija and similar names meaning “flowing from 


mountain Mekala”.!?’The last evidently refers to mount Amarakantaka the source of the 


river, ?? 


Its valley was the seat of two important kingdoms viz. of the Cedis and the 
Haihayas. The first were also called Dahalas and Traipuras from their chief town Tripuri 
Or Tripura.’ It is clear from the Balaramayana that the Cedis occupied the banks of the 
Narmada, as it calls its chief “master of the province adorned by the Narmada” and 
"ruler of Mekala”. Coming from Simhala to Ayodhya, one of Rama’s companions is 
made to point out Lata Desa to the left of the Narmada."? The river Reva is also 


mentioned in the ZN.??! 


196. “сакага геуеуа mahavirava" Ragh., XVI. 31 
197. (a) revenduja pürvaganga narmada mekaladrija Hemacandra IV.149 
(b) reva tu narmada somodbhava mekalakanyaka, Amara, 1.10.32 


198. The position of the mount was well-known to our poets. Rajasekhara calls the river 
in one place “born of mount Mekala and in another place assigns its source in the 
Vindyas. Vindhyamahidharadhama, Br., X.75 


199. “traipurastu dahalah syuscaidyaste cedayasca te", 


“тірші cedinagarr" Hemacandra., IV .22 and 41 


200. (a) (vamato dar$ayan) ayamasau vi$vambharasirahSekhara iva latade$a" 
Baàlaramayana, X. after 77 
(b) Its contiguity to Avanti is clear from the Kathasaritsagara, 


and Dasakumara Somadatta Carita. XIX., 103-104 


201. so'yam saptasamudramudritamahipasyarjunasyuddhatam 
chittva bhairavasangare'tijaratham kantham kutharena yah/ 
revapüranirodhahetugahanam bahoh sahastram javat 


kandam kandamakhandayatpitrvadhamarsena varstyasa// HN., I. 32 
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CHAPTER-VI 


6.1 INFLUENCE OF $RI DAMODARA MISRA ON OTHER POETS 

Sti Damodara Miára, the author of the Hanumanndataka also influenced 
other poets. Some later writers and rhetoricians are influenced by Sri Dàmodara Misra. 
They quote some verses from the HN. 

Vi$vanatha Kaviraja the author of the Sahityadarpana had some impact of 
$ri Damodara Misra.In the Sahityadarpana there are references to four verses attributed 
to Sit Damodara Misra. The verse janasthàne bhrüntam ... of the HN is found in the 4% 
chapter of the SD.' The verse kapole janakyah .. of the HN is also found in 7^ chapter 
of the SD. On the other hand the verse adyapi stana ...^ of ће SD is taken from the HN. 
yattvannetrasamanakanti da this verse of the HN is found in 10° chapter of the SD of 


Vi$vanatha Kaviraja. 


]. janasthane bhrantam kanakamrgatrsnandhitadhiya 

vaco vaidehiti pratipadamudasru pralapitam/ 

krta lankabharturvadanaparipatisu ghatana 

mayaptam ramatvam kuSalavasuta na tvadhigata// HN., X.24, SD., IV.14 
2. kapole janakyah karikalabhadantadyutimusi 

smarasmeram gandodumarapulakam vaktrakamalam/ 

muhuh pasyafisrnvanrajanicarasenakalakala 

jatajütagranthim racayati raghünam parivrdhah// HN., 1.19, SD., VII.30 
3. аауарі stanatungaSailasikhare simantininam hrdi 

sthatum vafichati mana esa dhigiti krodhadivalohitah/ 

udayaddirataraprasaritakarah karsatyasau tatksanat 

phullatkairavako$Sanihsaradali$reni krpanam $a$1// HN.,IL5, SD., VILS 
4. yattvannetrasamanakanti salile magnam tadindivaram 

meghairantaritah priye! tava mukhacchayanukari Sasi/ 

ye’ pi tvadgmananukarigatayaste rajahamsa gata- 


stvatsadrsyavinodamatramapi me daivena na ksamyate// HN., V.64, SD., X.62 


140 


Anandavardhana is also referring to 54 Damodara Міга. In the 
Dhvanydloka (DL) there are found two verses from the HN. The verse raktastvam nava 
...^ and dhigdhiksakrajitam ... are found in the DL. From this it is clear that the author 
of the ZN made some impact over the author of the DL also. 


Dhanafijaya mentions four verses in his Dasarupaka from the HN. The 
9 


, 


verse maindka kimayam ...!, utpattirjamadagnitah ... and ekenaksnapravitatarusa ... 
of the Dasarupaka are taken from the НМ. 

Thus it is observed that the НМ could succeed in dragging the attention of a 
good number of poeticians and it is a pointer to the author's impact over these writers. 

Rajasekhara is also influenced by Sri Damodara Міќга. Rajasekhara is one 
of the celebrated personalities in Sanskrit literature. .He is a famous dramatist as well as 
a poetician of repute. He is also known as sarvabhdsdvicaksanah and 
sarvabhasacatura.'° Eleven verses from the HN are found in the Balaramayana of 


Rajasekhara. 


5. raktastvam navapallavairahamapi slaghaih priyaya оопа 
stvamayanti Silimukhah smaradhanurmukta sakhe mamapi/ 
kantapadatalahatistava mude tadvanmamapyavayo 
stulyam sarvamasoka kevalamaham dhatra sa$okah krtah// HN., V.24, DL.,2.42 
6. dhigdhiksakrajitam prabodhitavata kim kumbhakarnena va 
svargagramatikavilunthanaparaih pinaih kimebhirbhujaih/ 
dhikkaro hyayameva me yadarayastatrapyasau tapasah 


so’ pyatrava nihanti raksasabhatafijivatyaho ravanah// HN., XIV. 6, DL., Ш.72 


7. mainakah kimayam ... vadham vafchati// HN.,IV.9, DR.,IV.20 
8. utpattirjamadagnitah ... kim kim na lokottaram // НМ.,1.54, DR., II. 1-2 
9. ekena’ksna pravitatarusa ... karunyasanjfiau// HN.., XIL17, DR., IV.34 
10. (a) sarvabhasa vicaksanahca sa evamaha // BR.,I.10 
(b) pariparsvikah sarvabhasacautrena tena bhanidamjadda/ KP., 1.7 
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6.2 INFLUENCE OF OTHER POETS UPON SRI DAMODARA MISRA 

$ri Damodara Misra, the author of the HN, is found to be influenced much 
by the writing skill of some noted poets who flourished prior to him. 

As the story of the HN is taken from the Ramayana it may be said that Sri 
Damodara Misra is influenced by Valmiki. In some places he makes certain changes 
from the original, but in most places the author does not make any change. 

In Sanskrit literature, it is observed that many later poets are influenced by 
Kalidasa. Sri Damodara Міќга is also influenced by him. In the Hanumanndtaka we 
find only one verse from the Abhijfianasakuntalam.'' Another verse is quoted from the 
Raghuvamsa of Kalidasa in the HN." As one verse of Uttararamacarita (UC) is quoted 
in the HN, so it may be said that $rt Damodara Міга is also influenced by the great 


3 


dramatist Bhavabhüti." Also there are found two verses from Bhavabhiti’s 


zz 22214 
Mahaviracarita. 


11. grivabhangabhiramam muhuranupatati spandane baddhdrstih 
pascardhena pravistah Sarapatanabhayad bhüyasa pürvakayam/ 
darbhairdhavalidaih sramavivrtamukhabhransibhih kirnavartma 
pasyodvignaplutatvadviyati bahutaram stokamurvyam prayati // HN.,IV.3, AS., 1.7 


12. ajanma brahmacari prthulabhujasilastambhavibhrajamana 
jyaghatasrenisanjfantaritavasumaticakrajaitraprasastih/ 
vaksahpithe ghanastrabranakinakathine sanksnubanah prsatkan 
prapto rajanyagosthivanagajamrgayakautuki jamadagnyah// HN.., 1.31, КУ.ХІ.64 


13. cüdacumbitakankapatramabhitastünidvayam prsthato 
bhasmastokapavitralafichanamuro dhatte tvacam rauravim/ 
maurvya mekhalaya niyantritamadho vasasca mafijisthakam 
panau karmukamaksasütravalayam dando'parah paippalah// HN., 1.29, UC. IV.20 


14. (i) utpattirjamadagnitah bhagavandevah ріпакт guru viryam 
yattu na yadgiramanupatham vyaktam hi tatkarmabhih 
tyagah saptasamudramudritamahinirvyajadanavadhih 
styam brahmataponidherbhagavatah kim va na lokottaram// 
AN..,1.53, МС.,П.36 
(ii) utkrtyotkrtya garbhanapi Sakalayitum ksatrasantanarosa 
duddamasyaikavinsatyavadhi visasatah sarvato rajavamsyan/ 
pitryam tadraktapürnaprativacanamaho mandamandayamana- 
krodhagneh sarvato me sa khalu na viditah sarvabhütaih svabhavah// 
HN., 1.36, MC. П.48 
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Sri Damodara Misra is also influenced by the dramatist Jayadeva. There 
are ten verses found in the HN taken from Jayadeva’s Prasannaraghava. The verses 
advipatparato 'pyami ....7 bho brahmanbhavata ...'°, hārah kanthe...", svairam 


f T AME ы E Е = DOT g В 
kairava ... , matastatah Куа yatah ... 9 гате prapte ...^, hà rama hà ramana... 


15. advipatparato'pyami nrpatayah sarve samabhyagatah 

kanyayah kaladhautakomalaruceh kirtesca labhah parah/ 

пакгѕ{ат na са tankitarn na namitam notthapitam sthanatah 

Кепартаатаһо mahaddhanuridam nirviramurvitalam// HN., 1.10, PR.,1.32 
16. bho brahmanbhavata samam na ghatate sangramavartapi no 

sarve hinabala vayam balavatam yüyam sthita mürdhani/ 

yasmadekagunam Sarasanamidam suvyaktamurvibhuja 

masmakam bhavato yato navagunam yajfiopavitam balam// HN., 1.40, PR., IV.25 
17. harah kanthe visatu yadi va tiksnadharah kutharah 

strmam netranyadhivasatu vai kajjala va jalam va/ 

sampasyamo dhruvamapi sukham pretabharturmukham va 

yadva tadva bhavatu na vayam brahmanesu pravirah// HN., 1.44, PR., IV.23 
18. svairam kairavakorakanvidalayan yünam manah khedaya- 

nnambhojani nimilayanmrgadrsam manam samunmiulayan/ 

jyotsnam kandalayamstamah kavalayannambhodhimudvelayan 

kokanakulayandiso dhavalayanninduh samujjrmbhate// HN., ПА, PR., УП..60 
19. matastatah Куа yatah surapatibhavanam hà kutah putrasokat 

ko'sau putra$caturnam tvamavarajataya yasya jatah kimasya/ 

prapto’sau kananantam Кїтїї nrpagira kim tatha' sau babhase 

madvagbaddhah phalam tekimiha tava dharadhisata ha hato'smi// 

НМ.,Ш.8, PR., V.18 

20. rame prapte vanantam kathamapi bharata$cetanam prapya tatam 

nitvà devendralokam munijanavacanadürdvadehakriyabhih/ 

bhratuh $okajjatavana jinavrtatanuh palayamasa nandi 


grame tisthannayodhyam raghupatipunaragamibhogaya virab/HN.,II.11, PR., V.19 
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ee adyaivasya vibhisanasya saranapannasya 2.22, уіғата virama...P?and pasyodeti 
viyogino ...* of the НМ are taken from the Prasannaraghava. 

S1i Damodara Міга as noticed in the HN, is also influenced by Murari, the 
author of the drama Anargharaghava (AR). There are found thirty-one verses from the 
Anargharaghava in the HN. 

There are two verses mentioned in the HN taken from the Bhojaprabandha 
of Vallalasena.”° 

A good number of former poets made impact upon the author of HN. The 
dramatist could not resist his temptation to quote some stanzas from the earlier writers. 
As a result, there arises the scope for criticizing the HN as a mere compilation of so 
many slokas of earlier writers. Perhaps, this was done out of reverence to those great 
writers, and may it be further that Sri Damodara Misra found no more suitable lines than 


those of these writers, befitting the context. 


21. ha гата hà ramana hà jagadekavira 

hà natha hà raghupate kimupeksase mam/ 

ittham videhatanayam muhuralapanti 

madaya raksasapatirnabhasa jagama// HN., IV. 14, PR., V.45 
22. adyaivasya vibhisanasya Saranapannasya murdhna nate 

ranrnyaya dadatyayam raghupatirtankadhipatyasriyam/ 

etasyaiva bhujaviha pratibhuvau sugrivarajyarpane 

trailokyaprathimanasatyacaritah sarve vayam saksinah// HN., VII.13, PR., VII.12 
23. virama virama raksah kim vrtha jalpitena 

sprsati nahi madiyarh kanthastmanamanyah/ 

raghupatibhujadandadutpalasyamakante- 

rda$amukha bhavadiyo niskrpo va krpanah// HN., X.16, PR., VI.30 
24. pa$yodeti viyogino danamapih srngaraviksamanih 

praudanan gabhujangamastakamaniscandiscadamanih/ 

taramauktikaharanayakamanih kandarpasimantini 

kaficamadyamaniscakoraparisaccintamaniscandramah// HN., XIV.63,PR., УП.59 
25. iha khalu visamah purakrtanam 


... tani luthanti grdhrapadaih// HN., XIV. 49, Bhoja Prabhandha 
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6.3 EXAMINATION OF THE LANGUAGE FROM LITERARY PERSPECTIVE 


In respect of the language to be used in a literary composition, the 
Sanskrit rhetoricians provide distinct guidelines. It is an art of effective communication 
in language or art of using words particularly in speech and writing. Rhetoricians of 
Sanskrit have laid down distinct principles in the rhetorical use of the language in 
literary composition. The poetic merits (Сипа), which are no other than Rasadharmas, 
i.e. attributes of poetic sentiments, depend very much on such linguistic variations. The 
Guna is said to be mainly of three” types, namely Madhurya, Ojas and Prasada. A 
writer is expected to have command in employment of words suggestive of the Guna 
expressing the contextual sentiments. 

Sti Dàmodara Misra shows his commendable control over the language 
and he maintains accuracy in the use of the language in respect of the contextual Rasa. 
The delineation of various ‘Rasa’ like Pathetic (Karuna), Heroic (Vira), Anger 
(Raudra), and Erotic (Srngàra) is commendable. 

According to the Sanskrit rhetorician the Guna called Madhurya exists in 
compositions where the sentiment are 5rrgara of both types, Karuna and Santa? Тһе 


Madhurya demands the use of softer sounds free from compounds or with lesser 


26. rasasyangitvamaptasya dharmah $auryadayo yatha gunah/ SD., VIIL1 
27. madhurjyamojo’ tha prasada iti te tridha ibid., УШ.1 
28. (a) cittadravibhavamayohlado madhuryamucyate 
sambhoge karune vipralambhe $ante' dhikam kramat ibid., VIII. 3, 4 
(b) $rhgare vipralambhakhye karune ca prakarsavat 


madhuryamadratam уай yatastatradhikam manah/ DL., П.8 
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number of compounds if they exist at all? This Mádhurya is found to be present the 
HN, on many contexts. There are so many verses which are composed having this 
Madhurya. As for example in the verse anke krtvajanakatanaya ее jagama there are 
fine employment of the sounds ‘ka’, ta’, ñca’ and ‘ma’, ‘pra’ which are found to be 
appropriate for effective suggestion of this Guna. Contextually, this is a description of 


srngara of Rama and Sita. In verse 'gadamgadam kamalamukulam ... matva’>' there 


are found the employment of sounds ‘ka’, ‘nga’, ‘nda’ ‘ma’, 'sa' which are appropriate 
for Madhurya. Therein is found the description of Rama and Sita’s srngdra. Again, in 
the verse ‘айке sasanke ... priyayah? etc. wherein is described the pathetic condition 
of Rama, there occur the soft sounds like ‘ка’, ‘ma’, ‘ta’, ‘pra’, ‘nda’, ‘hga’, which 


provide scope for suggesting Madhurya. 


Thus Sri Damodara Miára's language is found to be soft and charming 


which suits the tender emotional outbursts like love, pathos etc. 


29. (a) mürdhini vargantya varnena yuktastathadadhanvina ranau laghü ca 
vaktavyo varnah karanatam gathah a vrttiralpavrttirva madhura 
rarcana tatha/ SD., УШ.5 
(b) mürdhni vargantyagah spar$a atavarna ranau laghu 
avrttirmadhyavrttiva madhurye ghatana tatha KP., VIIL74 
30. rama — 
anke krtva janakatanayam dvarakotestalantat 
paryankanke vipulapulakam ragavo namravaktram/ 
Бапапуасса pravadati janah paficabano’ pramanairbanaih 
kim ma praharati Sanairvyaharanti jagama// HN., П.10 
31. gadamgadam kamalamukulam pundarikaksavaksah- 
pitham kathinyamapi kucayorjanaki manakima/ 
purna kamaih sithilamanilasyagamayacakara 
nitam sphitam sadayahrdayam svaminalingya matva// ibid., П.11 
32. Sanke Sasanke jagurankameke pankam kurungam pratibimbitangam/ 


dhümam са bhümandamuddhatagnerviyogajatasya mama priyayah// ibid., V.21 
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On the other hand, in the use of Vira and Raudra, the language becomes 
harsh and forceful.” Unusually lengthy compounded words mark such situations. 
Herein is found the use of the Guna called ‘Ojas’? In the HN, the author also uses this 
‘Ojas’ very befittingly. In the verse ascaryam kartavirya ...? there is found the 
presence of Vira and the words employed therein are suggestive of the Guna called 
Ojas. In the verse yena svam ...uttered by Parasurama the existence of Raudra is 
noticed and needless to say, there is found the presence of Ojas Guna.*° 


According to SD and DL, when the language is easily understandable, 


there is found the Guna called Prasáda. This Guna is said to be existing in a work 


33. vargasyakrattrtrtyabhyam yaktau varnau tadantimau 

uparyadho dvayorva sarefau tathadadhaih saha 

$akara$ca Sakarasca tasya vyafijakatam gata 

{айа samaso bahulo ghatanauddhatyasalini SD., VIII. 5,6 
34. oja$cittasya vistararüpam diptatvamucyate 

virabibhatsaraudresu kramenadhikyamasya tu ibid., УША, 5 

diptyatmavistrterheturojo virarasasthitih KP., VIII.69 
35. a$caryam kartaviryarjunabhujavipinacchedalilavidagdhah 

keyüragranthiratnotkarakasanaranatkaraghorah kutharah 

tejabhih ksatragotrapralayasamuditadvadasarkanukarah 

kim na praptah smrtim te smaradahandhanurbhangaparyutsukasya// HN., 1.37 
36. para$urama (sabhayastiyam) — 

yena svam vinihatya mataramapi ksatrastamadhvasavam 

svadabhijfiapara$vadena vidadhe niksattriya medini/ 


yadbanavranavartmana $ikharinah krauficasya hamsacchala 
dadyapyasthikanah patanti sa punah kruddho munirbhargavah// ibid., 1.42 


37. (a) cittam vyapnoti yah ksipram suskendhanamivanalah 


sa prasadah samastesu rasesu racanasu са 
sabdastadvyafijaka arthabodhakah $rutimatratah SD., УШ, 8 


(b) samarpakatvam Каууаѕуа yattu sarvarsam prati 
sa prasado guno jfieyah sarvasadharanakriyah DL., П.10 
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irrespective of the sentiment. In the HN, there are found the employment of Prasada in 
various places. As for example astam уйе mukula?..., mandari mandar 
janakatanaya? ... , гатааарі ca тапаууат” ...etc. are found to be beautified with the 
Prasdda. As the meaning is easily understandable, so such a characteristic feature of the 
language undoubtedly speaks the literary ability of the poet. 

Sri Dàmodara Міќга uses both long and short compounds in his HN. As an 
example of long compounded words, the verse cakrakrida'' ... can be cited. On the 
other hand the verse gururgira rájyamapásya^. .. indicates at the ability of the writer in 
using words with short compounds. This style is appropriate in the case of an ideal 
drama wherein the effect of the lines or verses plays an important role in making the 


drama a successful one. 


38. astam yate mukulanalinibandhave sindhuputre 
pracibhage pramadamudite pakvanaringapinge 
ramam kamam gurujanagira mandhiram sundaram svam 


rambhoristam janakatanaya nandayanti jagama// HN., П.2 


39. mandam mandam janakatanaya tam caturdha vidhaya 
svairam jahne tadadharamadhu premato militaksi/ 
mene tasyastadanu kavalandharmakamarthamoksan 


ramah катат madhuramadharam brahma pitvapi tasyah// ibid., П.14 


40. ramadapi ca martavyam martavyam ravanadapi/ 


ubhayoryadi martavyam varam ramo na ravanah// ibid., Ш.24 


4]. cakrakridakrtantastimiracayacamüspharasamharacakram 
kantasamharasaksi gaganasarasi yo rajate rajahamsah/ 
sambhogarambhakumbhah kumudvanavadhubodhanidradaridro 


devah kstrodajanma jayati ratipaterbananirvanasanah// ibid., П.9 


42. gurorgira rajyamapasya tirnam vanam jagamatha raghupravirah/ 


nisangaprsthah $aracapahastastam laksmano gamiva balavalsah// ibid., Ш.9 
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CHAPTER -VII 


CONCLUSION 


The Hanumanndataka is the greatest achievement of Sri Hanumat. Traditionally 
it is known as Mahanataka also. But the origin manuscript of this play is not available 
now. Tradition says that HN was written by $11 Hanumat on a piece of stone ; but 
Valmiki thought that this play would decrease the charm and popularity of the 
Ramayana, so he requested Hanumat to throw it into the sea. This dilapidated, stone- 
written work was discovered in the reign of Bhojaraja of Dhara. The king having been 
charmed at the gracefulness of the play ordered 51 Dàmodara Misra, his court-poet to 
remake it.' This edition was known as the western version of $7 Dàmodara Misra. 
Further, there is found another edition also, known as the Eastern edition by Sri 
Madhusudana Misra, in the reign of king Vikramaditya. The first edition is known as 
the Hanumannataka and the second edition is known as the Mahanataka. 

The present thesis is an attempt at discussing Sri Damodara’s Misra’s 
Hanumannátaka from various perspectives. Sri Damodara Міга is one of the 
respectable authors, in Sanskrit literature, Though there is found another work of this 
author named the Vanibhusana. This is a book on prosody. In this composition there 
are found the discussion on the metres. 

The Hanumannataka is a play of fourteen Acts, the story of which is based on 
the Ramayana. Some variations have been made in the construction of the plot. In the 
15 Act of the drama, it is found that God has created Rama-Laksmana-Bharata and 
Satrughna as the sons of king Dagaratha to control over the evils. Rama was the eldest 
son having divine power. Maharsi Vi$vamitra took Rama and Laksmana from 
Da$aratha to save the уа/йа from the Raksasas, they killed Taraka and went to the 
hermitage. Subahu, the Raksasa who created problems and trouble, was killed by them 


and Мапса was made free. After that Maharsi Vi$vamitra took them to Janakapuri to 


1. racitamanilaputrena ... mi$radamodarena// HN.,XIV. 96 


2. esa Srilahanumata ... evetyasau// Mahanataka 1.149 
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show the svayamvara of Sita where the bow would be broken in to pieces. In the 
svayamvara, Rama broke the bow. At that time Para$urama came there and had a debate 
with Rama. In the long run, he came to recognize Rama and his Vaisnava bow and the 
Parasu-astra given by Siva were handed over to Rama and left the place. The function of 
marriage began and they returned to Ayudhya after the completion of marriage. The 
second Act deals with the description of love-sports of Rama and Sita after marriage. 
The 3™ Act is mainly descriptive, dealing with the agitation of Kaikeyi, exile of Rama, 
the sorrow of the people and the relatives, Bharata's rebuke of his mother, residence at 
Райсауай and departure of the two brothers in chase of the false deer. In the 4" Act, it is 
found that Ravana was disguised as a beggar and caught Sita to Lanka. Jatayu’s fruitless 
attempt to rescue is also presented and the story is carried down to Rama’s return after 
the chase to the deserted hut. The 5" Act deals with Rama’s sorrows, Jatayu's death, 
discussion between Rama and Hanumat about Sita, Vali's death, and the days spent by 
Каша in the rainy season in the forest. In the 6" Act there is a description of discussion 
of Rama with Hanumat and his companions and Hanumat’s departure to Lanka to give 
message of Rama to Sita. There Hanumat met Sita and gave her the message of Rama 
and came back to Rama with Sita's message. The 7* Act of the Mahanataka, which 
deals with the festival of VijayadaSami and the conversation between Vibhisana апа 
Ravana and problem in ocean to accept the bridge is solved. The 8" Act deals with the 
sending of Angada by Rama to demand restoration of Sita from Ravana. In the 9" Act 
Mandodari suggested Ravana to make Sita free and to send her to Rama but Ravana 
tried his best to show some artificial power to Sita to convince her but he failed in his 
attempt for Sarama Какѕаѕт, which is mentioned in the 10" Act of the HN. In the 11" 
Act Ravana sent Kumbhakarna to fight against Rama but he failed in his attempt and at 
last Kumbhakarna was killed by Rama. In the 12" Act, Meghanada is found in the battle 
against Rama and he was destroyed and failed in his attempt. In the 13" Act, knowing 
that Meghanada was defeated Ravana was perplexed and attacked Laksmana. Laksmana 
recovered at the treatment of Susena, the Vaidya. In the 14" Act there is found the 
description of the terrible fight between Rama and Ravana, Ravana’s death, Sita’s 


Agnipariksd, coronation of Vibhisana as per rule, Rama’s coronation, Sita’s exile and 
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Rama’s return to Ayodhya etc. This Act ends with a verse expecting Rama's favour and 
grace.. 

In this present dissertation the topics are presented in seven chapters. The 1* 
chapter starts with the description of Sanskrit Kavya, Drsyakavya and Sravya-Kavya 
varieties of Drsyakdvya, specialities of Nataka and Mahaànataka and some important 


plays based on the Ramayana. 


The 214 chapter deals with the description of Sri Damodara Міга, his genealogy 
and other works of the author. There are found many opinions about the authorship but 
it can be said that Sri Damodara is the author this Hanumannataka under discussion. He 


lived in Mithila and flourished during 16" century A.D. 


The content of the Hanumannataka, its source, deviation from the original, 
innovation made by dramatist, probable reasons for deviation and innovation are 
discussed in the 3" chapter. The writer Sri Damodara Міга is found having 
commendable ability of creativity. It is a fact that Valmiki’s Катауапа is a 
Sravyakávya, whereas the HN is a Drsyakavya. The dramatist is supposed to utilize his 
own innovative skill to make his writing a successful one and it is the case with the HN 


also. 


The 4" chapter deals with the literary assessment of the HN. The points 
discussed in this chapter are adherence of the EN to the norms of a Mahanataka, Guna, 
Riti, Rasa, principal sentiment, metrical structure of the verses, Kavisamayas, 
characterization, use of prakrt, supernatural elements in the HN, and examination of 


various elements of the Nataka in the play. 


The 5" chapter deals with the philosophical and religious elements in the play, 
social order, dress and decoration, family life, information of various flora and fauna 


etc. 


Examination of the language from the literary perspectives, influence of other 
poets upon the dramatist, influence of the dramatist upon other writers are discussed in 


the 6" chapter. 


The 7" chapter is the concluding one. 
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The HN of Sri Damodara Misra is occupying a significant position among the 
Rāmāyanic plays in Sanskrit. The dramatist Sri Dàmodara Misra possesses genuine 
literary skill and the play НМ becomes an interesting one with the poetic talent and 
scholarship. However, it is felt that though the HN has been traditionally ascribed the 
status of a Mahanataka yet one may not be happy with the mode of presentation of the 
events in a dramatic way. Many a dramatic elements of a conventional Sanskrit play are 
wanting in it. Moreover, the playwright is found less interested in imposing dramatic 
action; he is happy with the representation of the emotion of the characters concerned. 
Of course, more emphasis upon delineation of emotional condition and less weightage 
upon dramatic suspense and action can be said to be a feature of almost all the Sanskrit 
plays; and Sri Damodara Misra is also not an exception in this regard. As a result one 
may find the drama more appealing as a poem than a drama. This present dissertation 
has attempted to deal with some of the important aspects of this drama. It is hoped that 
this work will be of some use for further research on Ramayanic plays in general and on 


the HN of Sit Damodara Misra in particular. 
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